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ABSTRACT 
 James Lyke’s career spans more than 40 years as an educator, author, 
administrator, composer, clinician, adjudicator, and performer. His cutting-edge teaching 
materials and numerous domestic and international workshops affected thousands of 
piano instructors and students worldwide. While co-founding the National Conference on 
Piano Pedagogy, Lyke also served as a professor at the University of Illinois. The 
purpose of this study is to document James Lyke’s contributions to the field of piano 
pedagogy. Despite Lyke’s timeless endeavors as one of the most distinguished piano 
pedagogues of this modern era, there has been no research to date which attempts to 
evaluate his career. The investigation of his accomplishments enhances the understanding 
of contemporary piano pedagogy.  
This research comprises seven sections. Chapter 1 provides an introduction, 
statement of the problem, need for study, and five research questions. Chapter 2 discusses 
related studies. Chapter 3 introduces the methodology used and reveals the results of 
three interviews and 30 surveys from colleagues and students retrieved both online and 
via mail. Chapter 4 reveals the life of Lyke through a biographical approach, and Chapter 
5 examines his professional activities as professor at the University of Illinois and his 
versatile career as an organizational leader, performer, and clinician. Lyke’s contributions 
through publications are evaluated in Chapter 6, and Chapter 7 concludes the study by 
summarizing answers to the research questions posed in Chapter 1 and providing 
recommendations for further study. Appendixes comprise selective lists of awards, 
workshops, performances, the consent letter, and the questionnaire for the interview and 
survey, including screenshots of the online survey. His professional contributions 
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examined through multiple viewpoints illustrate the impact of Lyke in advancing the field 
of piano pedagogy, and depict Lyke’s exemplary career as a pedagogue.  
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 CHAPTER 1 
INTRODUCTION 
 
Background 
For over a century, piano pedagogues have strived to develop methods for 
enhancing piano instruction, and the efforts have brought significant development in 
teaching techniques and materials. One of the devoted piano pedagogues who handed his 
knowledge about piano teaching to the next generation of piano teachers is James B. 
Lyke1 (b. 1932). Lyke is one of the notable figures to contribute significantly to the field 
of piano pedagogy from the 20th century to the beginning of the 21st century. 
James Lyke’s career spans more than 40 years as an educator, author, 
administrator, composer, clinician, adjudicator and performer. He co-founded and served 
as a co-director of the National Conference on Piano Pedagogy from 1979 to 19952. He 
also served as president of the Illinois State Music Teacher’s Association between 1978 
and 1982, and was appointed as the first National Group Piano Chairman of the Music 
Teachers National Association from 1971 to 1975.      
Meanwhile, his central career as professor and Chairman of the Piano Pedagogy 
Division at the University of Illinois at Urbana-Champaign (UIUC) began in 1959 and 
continued until his retirement in 1993. During his years at UIUC, he established the piano 
pedagogy curriculum by expanding the group piano program, dividing group piano 
                                                
1 Dr. Lyke prefers the initial ‘B’ for his middle name instead of the full name of ‘Brown’. 
2 The National Conference on Keyboard Pedagogy (NCKP) is a continuation of the original National 
Conference on Piano Pedagogy (NCPP). James Lyke co-founded the conference with the late Richard 
Chronister and served as co-director between 1979 and 1994. The NCKP meets in late July or early August 
in odd-numbered years. The name was changed from NCPP to NCKP (National Conference on Keyboard 
Pedagogy) when it was reorganized under the Frances Clark Center in 1999. 
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courses into different levels of instruction and adding jazz keyboard courses. In 1980, 
Lyke established the Master of Music degree in Piano Pedagogy which later led to 
establishing the doctoral minor in piano pedagogy, now referred to as a cognate minor. 
He founded the Piano Laboratory Program3 to provide teaching experiences for piano 
pedagogy and performance majors while at the same time offering outreach services to 
the community. He also oversaw the Illinois Summer Youth Music piano camps4 as 
Headmaster. Throughout his career at UIUC, he taught piano pedagogy topics through 
music extension courses and organized summer campus workshops for independent piano 
teachers from Illinois and neighboring states. 
James Lyke also has been actively involved in numerous piano pedagogy 
positions and workshops nationally and worldwide. He served as a visiting professor of 
music at the University of Michigan (1980-1981) and at the Adelaide College of Music in 
South Australia (1986-1987). He provided a number of piano pedagogy workshops for 
organizations such as the Music Teachers National Association and the Music Educators 
National Conference. He also led workshops in countries abroad including Austria, 
Switzerland, France, Australia, Cyprus, and Korea.  
James Lyke is a prolific author who has published invaluable resources for piano 
instruction in both group and private settings. He authored four group piano college texts, 
Keyboard Musicianship (volumes I and II) for music majors and Keyboard Fundamentals 
(volumes I and II) for non-music majors. These texts have been updated and expanded 
                                                
3 The University of Illinois Piano Laboratory Program has been offered by the Office of Outreach and 
Public Engagement in Music (formally named ‘Extension in Music’) since 1980.  
4 ISYM is a comprehensive and intensive program of music instruction for junior high school and high 
school students. Established in 1949, Illinois Summer Youth Music has enrolled more than one thousand 
students annually.  
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through nine and four editions respectively. His group piano textbooks have been used at 
as many as 350 colleges and universities.5 He also published a widely used piano 
pedagogy textbook, Creative Piano Teaching, which now is in its fourth edition. The text 
has assisted present and future piano teachers by enriching their understanding of piano 
teaching since the text contains various topics on piano instruction including articles by 
guest contributors.6 His many supplemental ensemble and solo piano arrangements have 
been published by Stipes Publishing, Hal Leonard, Warner Brothers, Alfred Publishing, 
and Lee Roberts. 
James Lyke has been honored by SUNY College at Fredonia as an Outstanding 
Alumnus, the Excellence in Off Campus Teaching Award from the University of Illinois 
at Urbana-Champaign in 1990, and the Contribution of Music Award (Honored Alumni) 
in 2002 at the University of Northern Colorado. He also was appointed Foundation 
Fellow by the Music Teachers National Association in 2001. To honor James Lyke’s 
remarkable devotion and contribution to the piano field, the Music Teachers National 
Association presented him with the renowned Frances Clark Keyboard Pedagogy Award 
in 2003 for his publication, Creative Piano Teaching.7 
 
Statement of the Problem 
Despite Lyke’s significant career in the field of piano pedagogy, no 
comprehensive research has been published regarding his accomplishments to date, 
                                                
5 Stipes Publishing. (Personal Communication, July 22, 2008). The peak time period was 70s and 80s to 
late 90s.  
6 The list of UIUC faculty contributors is Reid Alexander, Kenneth Drake (emeritus), William Heiles, Ian 
Hobson (emeritus) and Christos Tsitsaros. 
7 Beginning in 2000, The Frances Clark Keyboard Pedagogy Award annually recognizes an individual or 
group who has made a significant contribution to the field of keyboard pedagogy.  
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although research on prominent peers already exists. Since Lyke’s influence affects many 
piano instructors and students, a comprehensive investigation of his activities, 
accomplishments, and publications deserves serious scholarly attention to properly view 
contemporary piano pedagogy.  
 
Research Questions 
This research aims to detail James Lyke’s devotion to advancing the field of piano 
pedagogy by examining his versatile career as an educator, writer, administrator and 
musician. The main questions addressed are: 
1. What musical and educational experiences influenced James Lyke in his earlier 
years? How did this background enable him to contribute to the field of piano 
pedagogy? (Chapter 4, Interview questionnaire Q-1-13/ Survey questionnaire Q-
9) 
 
2. What were the main roles of James Lyke as a professor at UIUC? (Chapter 5, 
Interview questionnaire Q-14-28/ Survey questionnaire Q-10-11) 
  
3. What were Dr. Lyke’s contributions to piano pedagogy nationally and 
internationally? How did he impact the field of piano pedagogy as an 
administrator, author, and lecturer? How did he influence music teachers in the 
state of Illinois? (Chapter 5, Interview questionnaire Q-29-39/Survey 
questionnaire Q-11-14) 
 
4. How did Dr. Lyke express his philosophy in his publications?  In what manner 
did those publications affect the field of piano pedagogy? (Chapter 6, Interview 
questionnaire Q-40-43/ Survey questionnaire Q-12) 
 
5. In what ways did Dr. Lyke further the field of the piano pedagogy? What does his 
story reveal in terms of the direction of piano pedagogy? (Chapter 6, Interview 
questionnaire Q-44-47/ Survey questionnaire Q-11-15) 
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Need for the Study 
           The field of piano pedagogy has been developed by the endeavors and efforts of 
respectable piano pedagogues.  In order to understand the methods utilized by 
pedagogues throughout history as well as Lyke’s overall impact on the field of piano 
pedagogy, research on James Lyke’s career and his significant contributions seems to be 
a critical task worthy of undertaking. In this section, the need for this type of study is 
described in the paragraphs below.    
             Kowalchyk (1989) identified three reasons for examining the steps that 
distinguished pedagogues took in order to advance piano pedagogy: 
(1) there has been very little research conducted in the field of piano pedagogy; 
(2) piano pedagogy is firmly established in the curriculum and yet, we know 
little about the instructors that are teaching these courses; and (3) we can learn 
from the experience of those who are actively involved in the field and find out 
from them how best to prepare future piano pedagogy instructors. (Baker, ed., 
1989, p. 46) 
 
It is clear that there is an ongoing need to evaluate the state of piano pedagogy. 
Kowalchyk indicates that it may be worth focusing on the people who actively teach in 
the field and to garner valuable lessons from their experience. Similarly, Baskins (1994) 
argues that examining distinguished pedagogues of the past can help compile a 
knowledge base that assists educators in their own teaching.  
Beres (2003), likewise, not only agrees that these studies would help educators 
but also argues that the outcome of the research would advance the piano pedagogy 
discipline:   
Leaders in the field of music education have long attested to the need for history 
in music education. The understanding of the motivations, philosophies, and 
legacies of noted educators gained through historical research aids in encouraging 
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new professionals in carving their own paths in the field of music education and 
piano pedagogy. (p. 8) 
 
Additionally, Holland (1996) points out that although piano pedagogy has emerged to 
become an established field in its own right, there have not been many significant 
contributions from universities:  
The second half of the twentieth century has witnessed unprecedented growth in 
all areas of piano pedagogy. One conspicuous development is the emergence of 
piano pedagogy as an academic discipline within universities. Once considered an 
adjunct to piano performance, the field of piano pedagogy has become an 
established interdisciplinary within roots in the traditions of both piano 
performance and music education…. And few individuals have made significant 
historical contributions to the establishment of piano pedagogy within the 
university. (pp. 3-4) 
 
Co-Founder and director of the National Conference on Piano Pedagogy with Lyke, 
Richard Chronister (1989) states that: 
Teacher trainers, from the artist teachers who train the next generation of artist 
teachers to the independent teachers who train their beginners to teach 
themselves…[has] one of the most significant parts of our job…, teacher training. 
(p. 13) 
 
He also points out an important issue regarding teacher training programs:  
 
One aspect of the existing pedagogy curriculums which causes concern to many is 
the lack of adequate supervised teaching experience for pedagogy students. 
Certainly one piano pedagogy necessity is practice teaching….Only a few 
teachers come to mind who are competent to teach it all: advanced performance 
and advanced pedagogy, intermediate performance and intermediate pedagogy, 
elementary performance and elementary pedagogy. There are some, but not many 
(p. 79). 
 
Astonishingly, James Lyke’s work in 1980 had already been moving forward in 
the direction that Chronister prescribed. Lyke established the Piano Pedagogy Program, 
along with the Piano Laboratory Program at the University of Illinois, in order to educate 
piano teachers and to provide piano teaching practicum opportunities to them. Lyke’s 
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goal in developing these creative activities was to produce well-trained piano teachers 
through a well-organized pedagogy program. Thus, throughout the citations above, there 
is no doubt about the importance of the need to investigate Lyke’s activities, his 
accomplishments, and his publications in order to engender a better understanding of how 
piano pedagogy was established in the academy historically, and to advance this field of 
study.  
Feasibility of the Study 
At this point in time, three reasons make this research essential and timely: 1) it 
has been several years since Lyke’s retirement from his university position; 2) the year 
2009 reached the 30th anniversary of the National Conference on Piano Pedagogy that he 
co-founded, so examining his role is necessary; and 3) he and many of his colleagues and 
students are still active, hence this research has the potential to be comprehensive in 
scope. 
 
Method and Procedures 
Case study methodology is used, which involves the use of survey results and 
interviews. The methodology of this study concentrates on accumulating resources that 
verify the career of James Lyke from multiple viewpoints. All resources in this study are 
used solely for the purpose of elucidating James Lyke’s impact on the field of piano 
pedagogy. The organization of the format follows APA style, according to the recent 
version, the 5th edition of its publication manual. The resources are sorted into three 
categories as outlined below. 
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The first category is the compilation of publications authored by Lyke. Books, 
arrangements, articles, newsletters, reviews, books edited or compiled, and brochures 
belong to this group. Examples include:  
1. Group piano course material authored by James Lyke and his co-authors are:  
Keyboard Musicianship (1st to 9th edition), Keyboard Fundamentals (1st to 5th 
edition), and Creative Piano Teaching (1st to 4th edition).  
 
2. Ensemble and solo arrangements authored by Lyke and co-authors. The repertoire 
is categorized into solo, one piano four-hands, and two piano four-hands. 
Additional entries include: four editions of Ensemble Music for Group Piano, and 
American popular song arrangements including, We Love a Piano: 15 Famous 
Favorites for One Piano (Duet) and additional pieces that have been performed 
by the American Music Trio.  
 
3. Piano pedagogy conference proceedings edited by James Lyke while he served as 
co-director of the National Conference of Piano Pedagogy from 1979 to 1995.   
  
4. James Lyke’s articles appearing in the major piano music periodicals including 
The American Music Teacher, Clavier, Keyboard Companion (now Clavier 
Companion), Piano Quarterly. 
 
5. Other publications consulted were University of Illinois School of Music 
Archives, ISYM brochures, personal files and course syllabi, reviews of Lyke’s 
publications, memorabilia, photos, unpublished papers, workshop notes, news 
papers and performance programs. 
 
The second category includes interviews and communication through emails or 
phone conversations with Lyke. The interview was conducted by the researcher solely 
with James Lyke based on the specific questionnaire included in Appendix G. Answers to 
those questions were video taped, transcribed and in some instances forwarded to Lyke in 
order to clarify and avoid any miscommunication. Additional interview questions have 
been answered through email communications among the researcher, advisor, and Lyke.  
The third type of resource includes surveys and interviews based on specific 
questionnaires that were sent to Lyke’s former colleagues and students. The target 
population consists of individuals who were actively involved and associated with Lyke 
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in various circumstances throughout his career. The list of individuals is attached in 
Appendix J.  
Each participant received the questionnaire and cover letter via both post mail and 
email. They had approximately one month to reply. The questionnaires are included in 
Appendix H.     
This list of acronyms is used in this research: 
CUMTA Champaign-Urbana Music Teachers Association 
DAMTA Decatur Area Music Teachers Association 
EIU Eastern Illinois University 
GMTA Georgia Music Teachers Association 
GSU Georgia State University 
IRB Institutional Research Board 
IMEA Illinois Music Educators Association 
ISMTA Illinois State Music Teachers Association 
KCPA Krannert Center for the Performing Arts, Urbana, IL 
MENC Music Educators National Conference 
MTNA Music Teachers National Association 
NCKP National Conference on Keyboard Pedagogy 
NCPP National Conference on Piano Pedagogy 
SMH Smith Memorial Hall (UIUC) 
UIUC University of Illinois at Urbana-Champaign 
UNC University of Northern Colorado 
WIU Western Illinois University 
 
 
Limitations 
This research is limited to musical and educational aspects which influenced 
Lyke’s career as a pedagogue, administrator, author, and musician. An extensive and 
detailed biography is beyond the scope of this research. Since the majority of Lyke’s 
career occurred at the University of Illinois at Urbana-Champaign, his UIUC career is 
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more emphasized than his relatively short tenure at Georgia State University8. The 
research does not embrace in-depth analyses of the musical examples composed and 
arranged by James Lyke since this study focuses on the presentation and assessment of 
James Lyke’s career as it relates to the advancement in the field of piano pedagogy. 
 
Organization of the Study 
Chapter 2 discusses related literature. While details on the research methods and 
the procedures are documented in Chapter 3, Chapter 4 provides biographical 
information, such as personal information, musical activities in childhood, education, and 
influences that motivated him and shaped his career. Additionally, Lyke’s professional 
career and post-retirement years are discussed.  
Chapter 5 examines Lyke’s contributions through substantial professional 
activities. The evaluation of selected publications authored by James Lyke is presented in 
chapter 6. These include collegiate group piano textbooks and pedagogy textbooks he 
authored, his solo compositions and ensemble arrangements, and several articles featured 
in major keyboard periodicals. Chapter 7 provides the conclusion, recommendations for 
future research and summary.  
This study concludes with 13 informative Appendixes including the IRB 
approval.  
 
 
 
                                                
8 James Lyke served on the faculty at UIUC beginning in 1959 and retired from the position in 1993 as 
Professor of Music Emeritus. In 1994, he accepted a professorship at GSU in Atlanta and retired in 
December of 1999. A personal leave from UIUC accounts for the two-year overlap. 
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CHAPTER 2 
RELATED LITERATURE REVIEW 
 
 
The examination of the literature regarding piano pedagogy instruction and the 
development of piano pedagogy as an academic discipline by leading piano pedagogues 
suggests the need for a comprehensive study on James Lyke. These resources 
complement one another in providing solid evidence of Lyke’s accomplishment in 
advancing the field of piano pedagogy from multiple points of views. Among a variety of 
topics related to this research, leading figures who contributed to the field of piano 
pedagogy are discussed in this chapter. An overview of such research not only facilitates 
the understanding of the contributors and advancement of piano pedagogy in the 
twentieth century, but also provides constructive input to this research about sharing 
resemblances and specialties related to an individual’s career.  
According to a search conducted in ProQuest during September 2008, 
approximately 26 out of 35 piano pedagogy related dissertations cover individuals or a 
group of individuals’ contributions to piano pedagogy. An analysis of these dissertations 
revealed three different categories. Among these dissertations, 17 examine prominent 
pedagogues as a teacher, author, administrator, or a composer. The next group of studies 
focuses on individuals who composed piano music for pedagogical purposes. The 
remaining studies discuss the pedagogical foci of pedagogues who were active in 
particular time periods.  
Since 17 studies center on distinguished pedagogues, these dissertations are 
directly related to this research and may serve as models with their descriptive narration 
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and experimental design. A selected list of pedagogues examined by authors include: 
Frances Clark (Kern, 1984), Robert Pace (Forester, 1997), Lynn Freeman Olson (Betts, 
1995), Clarence Burg (Owen, 1997), Celia Mae Bryant (Baskins, 1994), Maurice Hinson 
(Cherrix, 1997), Marguerite Miller (Fast, 1997), Louise Wadley Bianchi (Holland, 1996), 
Marienne Uszler (Beres, 2003), Willard Palmer (Schubert, 1992), Jon George (Garvin, 
1998), and Boris Berlin (Beauchamp, 1994). 
Beres (2003) categorized biographical studies on piano pedagogues as follows: 1) 
authors of pedagogical materials who became prominent pedagogues; and 2) music 
educators and advocates of change in the direction of the field of music. Meanwhile, 
Holland (1988) divided American pedagogues into three groups: 1) artist teachers in the 
field of performance; 2) teachers involved in group piano settings in colleges; and 3) 
individuals who focused on pre-college pedagogy through their publications and impact 
on teacher training. 
Holland’s second and third categories best match the characteristics of James 
Lyke’s career. Lyke meets the criteria of both categories since he concentrated not only 
on piano teacher training, but also on enhancing the genre of group piano teaching and 
authoring many pioneering publications which influenced teachers in North America and 
abroad. Additionally, both of Beres’ descriptions define the nature of Lyke’s career. 
Descriptive case studies on leading pedagogues reveal that the development of the field 
of piano pedagogy was enabled through these pioneers’ professional commitment to 
establishing degree granting piano pedagogy programs in higher education, developing 
innovative teaching methods, and disseminating those effective methods through 
workshops and publications.  All these case studies resemble each other in their structure 
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and methodology. The following five common approaches are observed from the 17 
studies cited above. 
  First, they include each individual’s bibliographical background including 
descriptive information about their early lives, formal education, and career leading to 
retirement. This overview highlights each individual’s musical foundation and career 
development and demonstrates how each person continuously inspired the teachers of the 
next generation to pursue the teaching of piano as a profession throughout their lives.  
Second, the organization of the chapters and their contents is similar. Generally, 
the Introduction is followed by a Biographical sketch. Subsequently, the pedagogue’s 
contribution at specific colleges or universities is described, followed by professional 
contributions beyond the walls of the university through organizations such as MTNA 
and the NCKP. Additionally, these studies often examine the pedagogue’s publications in 
the later chapters with an in-depth pedagogical assessment in the summary section. 
Overall, this approach enables an investigation of each subject’s teaching philosophy.  
Third, the researchers conducted surveys in order to obtain different perspectives 
from each pedagogue’s former students and colleagues.  Additionally, personal 
interviews with the subject—in some instance associates—disclosed crucial information 
about the subjects in addition to the survey. However, in the case of the late pedagogue, 
Frances Clark, Kern (1984) interviewed Clark’s most notable pedagogy students to obtain 
personal reflections on Clark. For the research on Jon George, Garvin (1988) was assisted 
by Jon George’s widow. All the dissertations above include appendixes with the 
interviews and questionnaires used in each study categorized by survey population as 
related to the subject.  None of the studies include the full transcript of each interview 
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with the primary subject. The only exception to this appears in Hyde’s (1988) case-study 
on Ruth Slenczynska as an artist and a teacher in the field of performance. It incorporates 
the full transcript of Slenczynska’s interview as an appendix.  
Fourth, publications authored by subjects are crucial resources that inform 
research. Consequently, extensive evaluations of entire publications of the subject 
elucidate: 1) the essential elements to be addressed in teaching; 2) criteria of selecting 
proper repertoire; and 3) effective teaching methods by understanding the author’s 
original intent. Research on prolific pedagogical composers, Lynn Olson (Betts, 1995) 
and Willard Palmer (Schubert, 1992), carefully evaluates compositions they wrote by 
using subcategories of different levels of advancement, musical understanding, principles 
of learning, and fundamental musical elements such as rhythm and reading as well as 
pianistic technique. The evaluations of historically important method book series 
authored by Frances Clark (Kern, 1984), Jon George (Garvin, 1998), Robert Pace 
(Forester, 1997) and Boris Berlin (Beauchamp, 1994) among others facilitate solid 
understanding of current piano methods.  
Meanwhile, research articles on Marienne Uszler (Beres, 2003), Marguerite 
Miller (Fast, 1997) and Celia Mae Bryant (Baskins, 1994) focus on the aspects of their 
editorships. These three female pedagogues continuously communicated with readers and 
shared their perspectives on teaching concerns through columns in major periodicals, 
such as Piano and Keyboard, Keyboard Companion (now Clavier Companion) and the 
American Music Teacher respectively.  
Fifth, in this body of dissertations, the appendixes reveal interesting similarities. 
Commonalities include the subjects’ list of publications, workshops, workshop notes, 
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outline of presentations, list of administrative positions, interview guides, survey 
questionnaires, consent forms, and the names of participants in pilot testing surveys.  
In addition to the five similarities discussed above, some of the research includes 
an historical overview of piano instruction and materials. For instance, Kern (1984) 
devotes the first chapter of his research on Frances Clark by introducing historical 
pedagogical philosophies before 1940 as shown in Clark’s writing. Kern emphasizes that 
Clark was a pioneer in the early formation of piano pedagogy as an academic discipline. 
Similarly, Trice (1988) also discusses historical viewpoints in order to compare them 
with Gray Perry’s educational philosophy. Similarly, Schubert (1992) examined 
American beginning piano methods since 1950 by comparing different reading 
approaches such as Middle C, multiple-key, gradual multiple-key, intervallic, and eclectic 
methods. A historical survey of publications demonstrates not only the development of 
pedagogical approaches and ideas, but also mirrors how leading pedagogues distributed 
their knowledge and practical teaching experience into various formats, such as method 
books, journal articles, or reviews. Additionally, several dissertations mention research 
articles that include a brief history of the National Conference on Piano Pedagogy 
(renamed NCKP). Without doubt, the NCKP provided an initial forum for pioneers in the 
field of piano pedagogy which eventually influenced and affected numerous teachers of 
the next generation.  
Meanwhile, some of the individuals who focused on publications share similar 
ideas as Lyke. Lane (2003) stated that Maurice Hinson’s Guide to the Pianist’s 
Repertoire (2000, Indiana University Press) praised the importance of music by 
American composers as core teaching repertoire and that his multiple editions annotating 
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solo, piano ensemble, and chamber music using piano facilitated the exposure of many 
lesser-known or unknown composers to the piano teaching public. American music as 
teaching repertoire, and Hinson’s collections facilitated the exposure of various unknown 
composers to North American piano teachers. Likewise, Lyke has strived to promote 
American music through the inclusion of such solo repertoire (including piano duet, four-
hand arrangements) in his widely used group piano texts. He also conducted a number of 
workshops to introduce American music as teaching repertoire, and founded the 
American Music Trio which focused on music by American songwriters. However, even 
though several dissertations contain meticulous analyses of pedagogues’ publications, 
almost none of this research addresses group piano publications. Consequently, a 
discussion of Lyke’s group piano teaching materials in this dissertation is meaningful 
because his publications represent the earliest and most influential group piano materials, 
which have served as model group piano textbooks for later authors. Indeed, Lyke’s 
group piano texts are among the most imitated in terms of general organization and 
educational approach.  
While these investigations share similarities in content and research design, each 
of the studies approaches the individual from a slightly different perspective. The focus 
on each pedagogue’s particular area of specialization within the field of piano pedagogy 
is based on the purpose of the study. For instance, while Owen (1997) centers on 
Clarence Burg’s teaching styles and his interpretation of musical parameters in lessons, 
Beres (2003) documents Marienne Uszler’s career with a concentrated investigation on 
her publications and administrative career. Schubert (1992) and Cherrix (1997) view each 
subject’s (Palmer and Hinson) career more through the publications by the subject rather 
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than on teaching, as they regard the subject’s writings as more significant. Research on 
the contribution of Marguerite Miller contains an extensive overview of detailed 
workshop notes and eclectic program plans to support her ground-breaking leadership 
and creativity in developing teaching (Owen, 1997). Baskins (1994) also attempted to 
reveal the leadership of Celia Mae Bryant through surveying the achievements during the 
years when the subject was an organizational leader in music associations, including 
serving as President of the Music Teachers National Association. Schubert included a 
chapter discussing the history of the American piano pedagogy method that begins with a 
focus on reading skills that differentiated the middle C approach from the multi key 
approaches by discussing their musical understanding and pedagogical principles. 
Holland described the contribution of Louise Wadley Bianchi by utilizing substantial 
resources from Southern Methodist University, including the organization of that 
institution’s large preparatory program, piano pedagogy degree curricular requirements 
and achievements of graduates from the program.  
Studies on individuals who initiated and made advancements in group piano 
teaching reveal an impressive pedigree of important teachers. Wagner (1968) offered 
invaluable information on American group piano instruction from its beginning and 
evolution reflected in the life of Raymond Burrows, one of the pioneers of this area who 
preceded Robert Pace at Columbia University in New York City.  Pace was one of the 
main influential teachers of Lyke. Hence, Forester’s research is interesting to evaluate to 
compare Lyke’s ideas about the development and teaching of group piano compared to 
his mentor, Pace. Forester describes Pace’s philosophy about the group piano setting as 
an interactive, effective, creative and fascinating method:  
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What I saw in those “class piano” [of Raymond Burrows] classes made me realize 
that certain aspects of piano instruction could be done better in groups than one 
student at a time. Specifically, analyzing repertoire, developing sight-reading and 
transposing skills, and dealing effectively with one’s fears about playing in front 
of others were much more efficiently handled in class instruction than in the 
private lesson. (Pace, 1980b as cited by Forrester, 1997, p. 76) 
 
In Robert Pace’s research, Raymond Burrows is credited for his efforts in 
promoting class piano settings, but Pace is acclaimed for differentiating “between class 
piano and group piano instruction.”  Forester revealed the inspiration of Pace’s 
philosophy, such as the necessary musical skills to make music a satisfying, life-long 
experience through comprehensive musicianship, which has been absorbed by a great 
number of teachers.  
Although Pace was one of the most influential teachers and instilled in Lyke the 
joy of teaching group piano, Beres’ research does not cover actual group piano teaching 
materials or the dynamics of group learning. Therefore, a discussion on Lyke’s group 
piano texts in Chapter 6 reveals effective group piano instruction methods along with 
appropriate materials.  
Recommendations from these studies echo the need for this research on James 
Lyke’s achievements. They point out the continued need for further studies on leaders in 
the piano pedagogy discipline, their musical heritage and contributions. The study on 
Marguerite Miller (Fast, 1997) focuses especially on why it is necessary for the group 
piano movement to be integrated into the general history of piano pedagogy in the 
twentieth century, as group piano teaching is closely related to the development of piano 
teacher training in higher education.  In particular, the research on Uszler mentioned the 
contributions of James Lyke for further study as his career is involved in the development 
of pedagogy programs in the second half of the twentieth century (Beres, 2003, p. 245).  
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In accordance with the values and necessity of this research, this dissertation 
elicits the unique career of James Lyke from different perspectives. One of the examples 
is the exclusive usage of an online survey method which other similar pedagogy studies 
have not conducted yet. The detailed methodology is examined in the following chapter. 
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CHAPTER 3 
METHODOLOGY 
 
Introduction 
The resources for this case study are categorized in three types as stated in 
Chapter 1.  In addition to the publications and documents in the first category, interviews 
with James Lyke and survey responses from his colleagues and former students supply 
pertinent details of Lyke’s career that might not be possible to trace from published 
resources. Thus, this chapter describes the data collection procedures and provides an 
interpretation of the survey and interview results.  
 
Survey 
A list of survey participants was created through consultation with Lyke and the 
advisor of this research as well as from Lyke’s colleagues and former students who 
studied or worked closely with him. Prior to sending out an invitation for participation in 
the survey, the researcher obtained approval from IRB for conducting research dealing 
with human subjects. The requirement includes: 1) completion of online Human Subjects 
Research Education Module by the researcher and advisor; 2) providing the personal 
information about the researcher and the advisor; and 3) submission of the IRB-1 form 
concerning issues about research method, procedure, consent process, summary, 
participants, data collection, dissemination of data, funding of research, and the expected 
completion date.  The final permission for this research was made on May 5, 2009 by 
IRB (See Appendix M). To date, no dissertation that the researcher examined indicated 
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that such procedures were followed regarding human subjects, and future related studies 
should follow this established protocol to adhere to rigorous ethical standards of human 
subject research required in higher education settings and to protect the participants as 
well. 
   Thirty-one survey letters were distributed to potential participants on May 13, 
2009 and three more were sent to additional potential participants on June 16, 2010 
through both postal mailings and by email. The survey answers were requested to be 
returned within four weeks to the researcher. The participants had two options to 
complete the survey: 1) returning responses via post mail or 2) completing the online 
survey form created by the researcher. Whether they elected to respond by mail or online, 
respondents were asked to send their consent form via a self-addressed envelope. (See 
Appendix H for the invitation letter.) 
In order to maintain the confidentiality of the participants and to obtain unbiased 
responses, each participant was required to complete the survey anonymously by using 
the identification number provided by researcher. The connection between the name and 
their random ID number was disclosed only to the researcher in order to conduct follow-
up communications with the participants as needed (Figure A2). Each question provides a 
text-box in which participants can type their responses up to 65,536 characters. The bar 
on the top of the screen shows their completion progress (Figure A3). 
   From the list of 34 potential participants, 30 respondents (88 %) actually 
participated in the survey. Among the 30 respondents, 21 responded through online 
survey form whereas nine of them completed the survey by mail. The percentages are 
shown in Figure 1 and Figure 2. 
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Figure 1. Total number of respondents vs. the number of potential participants who did 
not respond. 
 
 
 
 
Figure 2. Survey response methods. 
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The 30 respondents represent various states. Seven of them are Illinois residents, 
and 22 respondents were from Arizona, Arkansas, California, Georgia, Iowa, Indiana, 
Ohio, Kansas, Wisconsin, Montana, Nevada, New York, North Carolina, Texas, West 
Virginia, and Wisconsin. One participant was from Quebec, Canada.  
 
Figure 3. Regions from where the participants responded. 
 
Eighteen participants (60%) were Lyke’s previous students and 17 (57 %) of them 
still maintain a professional relationship with Lyke. Eighteen respondents (60%) are 
current faculty members in university or colleges and four of them (13%) are retired 
faculty members. Three were independent piano teachers (10%), and two (7%) were 
Junior-High school teachers. One freelance musician, one entrepreneur (3%) and one 
publisher also participated. Figure 4 illustrates the different professions of respondents. 
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Figure 4. Proportion of respondents’ professions.  
 
Figure 5 illustrates the respondents’ relationship with Lyke, which were 
expressed in their responses to the first three questions in the preliminary section of the 
survey. 
 
Figure 5. Participants’ professional relationship with Lyke. 
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Thirteen participants (43%) were Lyke’s former students, eight (27%) were his 
colleagues, four of his former students who later became faculty (17%) and the remaining 
people were from a local organization or collaborated with Lyke through other occasions 
(13%). Twenty-seven out of 30 participants (90%) responded that they currently consider 
themselves professional colleagues of Lyke. 
Questions one to four (Q. 1-4 in Appendix H) require participants to indicate the 
name of the university, specific courses or academic activities that they were involved in 
where Lyke’s guidance was instrumental, as well as the duration and the degrees they 
earned during this period. Most of the former student respondents studied with Lyke two 
to five years with dates ranging from 1966 to 1999, while taking various courses in Piano 
Pedagogy, Advanced Keyboard Skills, independent study courses, and through 
observations of his group piano teaching (for both music major and non music major) as 
well as his lessons in a piano laboratory program. Some of them were group piano 
teaching assistants under his supervision, while others worked with him to organize a 
pedagogy library. Some assisted him teaching pre-college private students while others 
collaborated with him in intensive workshops and the Illinois Summer Youth Music 
(ISYM) camps. The degrees the participants earned when they studied with him include: 
Bachelor of Music, Master of Music in Piano Performance, Master of Music in Piano 
Pedagogy, Master of Science, Doctor of Education and Doctor of Musical Arts degrees.  
Responses for question five (Q-5 in Appendix H) described Lyke’s significant 
impact on their careers through publications, mentorship, and courses.  According to the 
participants, Lyke has demonstrated the qualities of a master teacher and musician in 
words that are difficult “to convey via a mere survey.” Many of them acclaimed Lyke for 
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devoting most of his career to the serious study of keyboard literature and teaching of the 
piano and to providing the best approaches to quality teaching, regardless of age, 
background, or ability level:   
It has always been very clear to them how he cares deeply about students and 
teachers of music; unlike anyone I have ever met.  He is unique in that he is able 
to provide sustained positive inspiration and motivation for his students.  The 
aspects of performance and pedagogy are of the highest priority, however these 
aspects never interfere with Jim's compassion and support for his students.  He is 
highly skilled as an experienced teacher and author. (Survey response) 
 
His method enabled his students to start out with a wealth of materials and an approach 
that was far more progressive than merely using the old "middle C" method of teaching. 
One student, now an outstanding professional and private piano teacher, mentions that 
Lyke encouraged his student teachers from the outset:   
For instance he sent one of my first efforts, a group of Christmas carols to Dr. 
Lyke for comments.  His feedback was very positive and encouraged me to keep 
on trying.  As I had more music published, he continued to encourage me and we 
developed a relationship built on what he saw in my writing and arranging. My 
publisher started sending me around the country to do workshops for piano 
teachers. Dr. Lyke invited me to present my ideas about composing music for 
students to the piano pedagogy students at the U of I. I was greatly flattered.  In 
1991 he and the local teachers organization put on a two-day festival of my 
music.  This was a first for me.  He also commissioned a duet for the festival. He 
also recommended to the Alumni Board that I receive a Distinguished Alumni 
Award, which they granted to me. I have it on the wall of my studio and show it 
with great pride. Dr. Lyke believed in me early in my career, something for which 
I am eternally grateful. I have always wanted him to be proud of me. I am not the 
greatest performer, but I do have a talent that can help students learn to play the 
piano. (Survey Response) 
 
 Another colleague echoes on the effectiveness of Lyke’s approach: 
 
In my experiences, he possesses the perfect balance between the ever-important 
pragmatic/objective "try this" approach and the ubiquitous abstract nature of our 
art. Dr. Lyke took me as I was--complimented my strengths and respectfully but 
forcefully addressed my deficiencies. (Survey response) 
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Some noted that his guidance in the practical, emotional, and spiritual aspects of 
interacting with another human being were invaluable. Likewise, his impact can be seen 
in his colleague’s career that serves as an exemplary pedagogue. The following response 
is an example that highlights Lyke’s influence from a colleague’s point of view:  
As a college faculty member, I find his influence in all that I do (not only in group 
piano situations, but in applied lessons as well). Dr. Lyke is very familiar with the 
entire spectrum of the piano teaching repertoire. His familiarity and ease with this 
wide range of music continually inspires me. Dr. Lyke's abilities as an arranger of 
fine piano music have also spurred me on to similar endeavors. He was a model of 
honesty and integrity, and he still serves as a role model for me today. In recent 
years, Dr. Lyke has written letters on my behalf, and has offered timely advice as 
I have faced various professional situations. I strive to be a similar resource and 
source of encouragement for my own students. (Survey response) 
 
Lastly, respondents often commended Lyke for his numerous recommendations 
and professional support that played a great role for them in obtaining the needed 
background to meet the requirements for their teaching position in a university where 
they happily taught throughout their tenure: “With the exception of my husband and my 
parents, Dr. Lyke has done more for me in my adult life than anyone else.” 
The responses for question six (Q-6 in Appendix H) describe the organizations 
and professional activities respondents shared with Lyke. These collaborations include: 
1) The National Conference on Keyboard Pedagogy since its inception in 1979; 2) Music 
Teachers National Association; 3) MENC conventions; 4) International Association of 
Jazz Educators; 5) American Music Trio; 6) ISYM; 7) Two Piano and Four Hand 
Recitals; and 8) numerous piano pedagogy workshops and publications with Warner 
Bros., Alfred, Lee Roberts, and Stipes. According to the responses, Lyke attended their 
recitals and always has been available for advice concerning career decisions and 
positions. 
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Question seven (Q-7 in Appendix H) continues to specify the span of the 
participants’ professional relationship with Dr. Lyke. A majority of the student 
respondents had subsequent opportunities to be associated with him in ISYM or as 
colleagues in the discipline. Some of them met him at a workshop and maintained a life-
long relationship as colleagues through publications while others continued to cross his 
path through national organizations. One student reflects how Lyke let his students 
become more involved in a creative setting where music became very enjoyable. 
I have such fond memories of the parties at his house when I was in grad school!  
He is such a generous man and he would make all kinds of food for everyone and 
we would play on both his pianos and sing.  And he wouldn't just invite piano 
students—you would see all kinds of music majors there.  Different instruments 
making all kinds of noise throughout the house and he loved it.  Everyone always 
had a wonderful time.  His love of music spanned across the traditional repertoire.  
He could speak about a Bach Invention with the same passion and enthusiasm as a 
Dello Joio piece. And he especially loves American music.  I learned so much 
about Irving Berlin during the time I studied with him.  These days it is always 
great to see him at various conferences throughout the United States. (Survey 
response) 
 
Question eight (Q-8 in Appendix H) includes descriptions of Lyke’s personality. 
There are numerous common expressions appeared in the responses such as, “respectful 
of others,” “caring,” “concerned,” “interested in the success of his students,” “friendly,” 
“sense of humor,” “straightforward,” “supportive,” “possess wisdom,” “warm,” 
“positive,” and “compassionate in how this students/colleague career is going.” One of 
the responses implies all these words in one phrase: “Energized and energizing to those 
around him, fueled by the desire to learn more and help others learn through ‘Organized 
Empathy’.”  
Respondents shared their opinion on the possible influences that motivated Lyke 
to become a piano pedagogue in question nine (Q-9 in Appendix H).  Robert Pace and 
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Richard Chronister were nominated as the most influential figures that may have affected 
Lyke. Respondents also mentioned that Lyke found inner inspiration in group piano 
teaching and the incorporation of American popular music into the general piano 
curriculum.  They suspect that his innate personality is expressed in his love of listening 
to and playing piano music from all style periods, including music of American 
songwriters, his deep caring about others and wanting them to succeed to their best 
capability, and his excellence in establishing a leadership role in keyboard group 
instruction.  
Question ten (Q-10 in Appendix H) requires participants to discuss ways that Dr. 
Lyke shared his teaching philosophy, and how his philosophy impacted their personal 
teaching philosophy and style. Some respondents expressed that they owe their success in 
teaching to Lyke’s teaching style in that he preferred to show than to lecture: “He never 
preached:  he demonstrated and the success of his teaching was/is unmistakable.” This 
approach is mirrored in how Lyke quoted Clark’s words in his Creative Piano Teaching, 
by emphasizing the need to guide students into discovering musical solutions on their 
own instead of explaining everything. (Lyke et al, 2011, p. 7) 
To summarize Lyke’s impact, he influenced others by helping them 1) obtain a 
greater knowledge of a broad spectrum of teaching methods; 2) maintain balance in what 
they presented; 3) develop well-rounded musicians who are musically functional (rather 
than only able to perform solo piano concerts); 4) use many styles of music; and 5) keep 
up with technology and current trends to keep their teaching relevant and fresh. 
According to the responses, the participants admired him greatly because he had a “whole 
person” approach that made the students seriously consider various perspectives for 
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teaching. The “whole person” approach encourages teachers to consider seriously their 
teaching content, their teaching methods, and ways they follow-up in their teaching. A 
student comments: 
Dr. Lyke shared his teaching philosophy with me throughout my pedagogy 
classes with him and in countless friendly conversations with him over many 
years. I attribute to him my ability to see a student's potential, and not their 
limitations. Because of Dr. Lyke, I strive to be interested in students not only as 
future performers and pedagogues, but as human beings. I want them to know that 
I am interested in all aspects of their emotional, intellectual, and even spiritual 
development, not just their musical progress. (Survey response) 
 
Another response echoes Lyke’s philosophy, which has influenced the 
participant’s own teaching: 
There are three things that I often think about when I am evaluating my own 
teaching: 1) to quote Dr. Lyke: "anyone can teach the good ones; 2) to quote Dr. 
Lyke: If a students doesn't have fingers (technique) and can't read music, you've 
lost him for life.  He also said that it took him a while to figure it out, but that he 
learned to make the classes fun. (Survey response) 
 
In question eleven (Q-11 in Appendix H), respondents continue to reflect on how 
Lyke mentored them professionally. He introduced them to many leading musicians and 
teachers and made them aware of opportunities for professional development, encouraged 
them to take advantage of their strengths, and expressed appreciation and pride in their 
accomplishments. Lyke is uniformly known to them as a great mentor who tirelessly 
supports his student and colleagues. Selected comments include: 
 [Survey response A] He always thought it vitally important for me to be involved 
at the national level. He took me to my first national MTNA convention in Little 
Rock, Arkansas. Professionally, it was one of the most eye-opening experiences 
of my life. I had a wonderful time listening to scholarly lectures/seminars, 
attending concerts and networking with others who shared the field. He instilled 
this in me and I have never forgotten [it]. 
 
     [Survey response B] Lyke has been always available for advice when they needed 
[it]. He supported his students to continue study in universities, presentations in 
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conventions, and recommended [them] for positions in professional organizations, 
provided opportunities to contribute to publications. 
 
    [Survey response C] Jim has been a "go to" friend for discussing "problem" 
students.  His advice about finding appropriate repertoire is the best.  Jim has had 
very good suggestions about my educational writing and he has always been there 
for me when I have had to make a career move. 
 
In question 12 (Q-12 in Appendix H), respondents described Lyke’s abundant 
strengths. First of all, his personality itself demonstrates innate strength: 
 [Survey response A] He is a wonderful person (and then) Honest Loyal 
Courageous Consistent Persistent Dignified. 
 
      [Survey response B] Include his moral and ethical character, his curiosity, his 
desire to continually grow and improve (as a human, a pedagogue, and a 
performer), his musical attributes, and his love for other people. 
 
His talents in discovering the potential of others are also mentioned. He often 
provided them valuable opportunities to become active members of the piano pedagogy 
community. Respondents also pointed out his ability to form collaborative authorships, to 
assemble excellent combinations of piano pedagogy faculty, and to attract graduate 
students to the piano pedagogy field as his strengths. Moreover, most of the respondents 
mentioned his ability to combine performance skills with solid functional keyboard skill 
activities in his teaching.    
Lyke’s profound influence on the development of college level class piano 
programs can be recognized not only through his teaching materials, but also by the large 
number of his former students who head important class piano programs throughout the 
nation. Additionally, his willingness to explore music beyond the traditional Western 
Classical tradition is also considered as one of his main strengths.  
Meanwhile, survey respondents scarcely find any weaknesses. In their own 
words: 
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[Survey response A] Whatever weaknesses might exist, they are not important 
with him since they do not play a role in his professional work and 
accomplishments. 
 
[Survey response B] I do not perceive any weaknesses in him. 
 
[Survey response C] No weaknesses were detected in his professional role as 
professor or faculty colleague. 
 
[Survey response D] I did not feel that Jim Lyke exhibited weaknesses. He was 
steady and uniformly caring about students' successes. 
 
[Survey response E] Jim's strengths are his dedication to his students, his 
knowledge of and service to the field, his strong publications, and his willingness 
to explore music beyond the traditional Western Classical tradition.  I can't think 
of any weaknesses. 
 
[Survey response F] His only weakness is that I never had the joy of being one of 
his students. 
 
Regarding Lyke’s publications in question 13 (see Q-13 in Appendix X), 
respondents appreciated the group piano materials, Keyboard Musicianship, Keyboard 
Fundamentals, and the pedagogy text, Creative Piano Teaching including his ensemble 
arrangements as the most delightful. They have used these materials for many years and 
seen their benefits: 
Both my students and I believe his book Creative Piano Teaching is a great 
pedagogy text. Lyke assembled a "group approach" to this book. He assembled 
many FINE musicians and pedagogues to write their expertise area for the book. 
Brilliant! (Survey response) 
 
Respondents expressed unanimously (see Appendix L) that the classroom piano 
teaching materials of James Lyke have made a significant impact on instruction and 
piano pedagogy for over three decades. Additionally, his introduction of the best of the 
popular American songs for solo and duo piano for classroom teachers and students is 
also a significant aspect of his contributions to the teaching and performance literature for 
the keyboard. Among duets, We Love a Piano is mentioned more often than others, and 
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one of the respondents mentioned the usefulness of Pattern Studies as original solo pieces 
composed by Lyke. Some respondents noted his contributions to the NCKP proceedings 
while he served as the co-director as some of his remarkable publications. Overall, as a 
composer, Lyke offered countless hours of enjoyable music for piano students and 
teachers with an extensive body of pedagogical materials. 
Question 14 (Q-14 in Appendix H) inquired about the most significant 
contributions of Lyke to the field of piano pedagogy. One of the responses summarizes 
what most participants expressed regarding the essence of his contributions into six 
categories:  
      1.  Being a part of the first Piano Pedagogy degree programs at universities.  
      2.  Co-leading the first Piano Pedagogy Conference and/or organization.  
      3. Lead author of arguably the most successful college group piano text(s).  
      4.  The many former students and colleagues he has mentored who have become 
significant in the field themselves.  
 
5.  Recognizing and incorporating America's Golden Age of Popular Music into the 
curriculum of piano students.  
 
6.  Developing well-rounded musicians who can not only play piano but also read, 
improvise, harmonize, transpose, and play by ear. [Survey response].  
 
In addition, others noted: 
 
[Survey response A] He developed group piano teaching instruction achieved in the 
piano lab.  
 
[Survey response B] He developed the piano camp at UIUC Illinois Summer Youth 
Music program.     
 
[Survey response C] His devotion to the art of teaching is praised as powerful legacy. 
 
[Survey response D] He raised the bar on the quality of group keyboard instruction in 
this country.   
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 [Survey response E] He has worked tirelessly to attract talented and qualified 
musicians to this field of music instruction.   
 
[Survey response F] He is a gifted teacher whose skills are an influence on several 
generations of piano teachers.  
 
[Survey response G] He has almost single-handedly made group keyboard instruction 
a respected and legitimate method of keyboard teaching. 
 
Thus, his students and colleagues understand that Lyke strongly promoted piano 
pedagogy as a viable career choice that shares the same status of applied degrees in piano 
performance. He did not accept the fact that pedagogy could be an alternative to fall back 
on if one's performing career cannot reach a certain level. The respondents also agreed 
that James Lyke launched and enhanced many careers in the field of piano pedagogy. 
Question 15 (Q-15 in Appendix H) asked about the impact of Lyke on their view 
of life outside the world of music. Some respondents see his life after retirement as a 
model for their future. The examples are: 
[Survey response A] Seeing him flourish in New York, continuing to remain active 
and excited about the direction of his life, demonstrates to me that there clearly is life 
after retirement.  
 
[Survey response B] He sold his pianos, home, and belongings and moved to New 
York City to enjoy the musical theater and performance life the city can provide.  He 
still attends MTNA national conventions, writing and updating his textbooks.  He 
possesses real joie de vivre! 
 
Generally, he has been an exemplary pedagogue to his students and colleagues through 
his ethical character:  
 [Survey response C] Jim is one of the most mentally healthy people I know. He does 
not judge, he does not complain. He enjoys everything and puts huge energy into 
what he loves. He is a very generous man--especially with his time. He is a fantastic 
role model for all those who know him. 
 
Some of the responses also illustrate Lyke’s influence on their personal lives: 
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[Survey response D] In every respect, James Lyke continues to demonstrate the traits  
of a wonderful and supportive father, and a loyal and trusted friend.  I can only hope 
that my own children have an opportunity to develop and experience similar character 
traits as demonstrated by Jim Lyke. 
 
As for the final question 16 (Q-16 in Appendix H), respondents strongly 
supported this research. They were pleased to assist in this research through this survey 
and also desired to know the results and what information would be gathered. The 
responses also echoed that all teachers, whether new or experienced, are indebted to Lyke 
as he clarified the direction of their teaching methods and provided benefits by promoting 
piano pedagogy nationally and internationally. 
In summary, his colleagues and students believe him to be a most influential 
figure in their careers as teachers as well as in their lives outside of the world of music. 
Thus, the responses overwhelmingly describe Lyke as an exemplary pedagogue whom 
every piano teacher should strive to become.  
 
Interview 
The interview method was used exclusively with Dr. James Lyke. Two interviews 
were pre-arranged. The first interview was conducted over two days and he responded to 
the entire questionnaire provided by the researcher. The first day of the interview was 
held in the conference room at the University of Illinois School of Music library for one 
and a half hours on August 4, 2009. The next day, August 5, Lyke visited the researcher’s 
residence and completed the remaining questions during another one and a half hour 
session.  
A follow-up interview was held in Lyke’s residence in New York City during the 
following summer on July 24, 2010 with follow-up questions to the answers to the 
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interviews in 2009 in Illinois. Both interviews were digitally recorded and the recording 
was forwarded to Lyke to avoid any miscommunication. Other communications between 
the researcher and the subject were made via email and phone calls with further follow-
up questions. In between these two interviews, James Lyke provided tremendously 
helpful resources to the researcher which enhanced the understanding of the details of his 
career. He provided six folders which contained documents, concert programs, brochures, 
newspapers, letters and other types of resource of his professional activities that he had 
preserved.  
 
Interpretation of Data 
Innumerable positive reflections and characteristics of James Lyke were found by 
examining the survey responses and interviews. This section partially summarizes his 
teaching philosophy, and additional thoughts reflected in his publications are discussed in 
Chapter 6. 
First, Lyke gives endless encouragement and support to his students and 
colleagues equally. His main concern is to establish a relationship with his student which 
is closer to friendship rather than being an aloof teacher. “He gets way down on their 
level, and becomes their friends to make a relaxed lesson atmosphere, no intimidation, 
nothing like severe, no cutting comments as he tried to avoid old school teaching 
method” (Survey response). Lyke always tried to be friendly with students, and often 
invited all of them to his house every after recital. As some of the survey answers 
revealed, Lyke has a gift for discovering potential in other people in certain areas that 
they do not even realize. He was not only a supportive teacher, but also a supportive 
 
 
 37 
colleague who encouraged people to find their talents and the way they should pursue 
their profession. 
When Tony Caramia joined the faculty, I just thought that this guy has so much to 
offer. I said, “Tony, you should write pieces, Tony you should do workshops, you 
should do this, you should do that.” I did that with everybody. And they all took 
me up on it; as a result, they became [the] same thing as Reid Alexander, same 
thing with Geoffrey Haydon, all the many talents that they have. And I said, “You 
should do this,” “We should do this together.” And they all got into this getting 
out of schools and doing workshops, and performing outside of school, so 
developing all the wonderful things outside of academia, [like] getting people 
involved in MTNA, and getting people involved in pedagogy conferences and all 
those sorts of things. (J. Lyke, personal communication, August 5, 2009) 
 
Second, Lyke’s philosophy on successful group piano teaching is valued as his 
pedagogical legacy. In order to gain group piano teaching experience, Lyke advises to 
receive careful pedagogical training with sufficient practical experience in the piano 
laboratory and learning the method of teaching in that area. For instance, he explains that 
group piano teaching absolutely needs the understanding of a curriculum that establishes 
goals and directions for the students at the beginning and at the end of a semester. He 
expressed the way he planned as follows:  
Where do you want to be? What do you want the students to be able to do? And 
that goes the way for the private teaching and group teaching for children, too. 
Look ahead where your students want to be. I just remember that I was doing a lot 
of teaching on my own. By the way, I do believe pedagogy teachers should be 
teaching children unless they are teaching children for themselves. (J. Lyke, 
personal communication, August 5, 2009) 
 
Third, Lyke often states that his students should be “well-rounded musicians” 
which is described clearly in the preface of Keyboard Musicianship as follows: 
A well-rounded keyboard musician reads well, plays in all keys, harmonizes folk 
and popular melodies, plays by ear, improvises, composes, and notates music with 
skill. In addition, a knowledgeable keyboard musician plays repertoire from all 
the ears of keyboard literature with taste and intelligence. Good keyboard 
musicians function well in ensemble and accompanying situations, their bodies 
work in a natural way at the keyboard. (Lyke, et al., 2003, p. iii) 
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 One of the important aspects of his philosophy is not just to focus on people who 
desire to have a profession in music but to encourage anyone to understand and enjoy 
music in a deeper way. Therefore, his various teaching modes and activities enhance a 
learner’s appreciation in music. 
Fourth, Lyke’s enthusiasm for what he believes is beneficial for students. Since he 
decided to be a music teacher, he has always loved what he was doing and did not fear to 
fight against the old fashioned teaching style to help his students gain better instruction. 
He stated his passion for his students:  
I was just crazy about the students. The students were everything to me. I always 
wanted to be supportive of the students and help them in any way I could. Maybe 
help them achieve a good position upon graduation or make them feel good about 
an exam or whatever. (J. Lyke, personal communication, August 4, 2009) 
 
One of the respondents echoed what Lyke stated regarding what motivated him to have  
 
such passion for his students: 
 
They were many [characteristics that motivated him to be a piano pedagogue].  
He developed a passion for music and teaching at an early age and had many very 
successful experiences in his own development that led him to his great love of 
teaching.  I think he was born to teach! (Survey response) 
  
His deep respect for all people at any age is apparent in his interactions. He guided his 
students with care and a well-thought plan as he stated in an article in Keyboard 
Companion (Lyke, 1991, p. 48). In order to have the students keep motivated, Lyke tried 
to involve his piano students in a special event each year, such as Duet (multiple) Piano 
Festivals and Holiday Concerts:  
I am always willing to try new (to me) pieces, which sound good, which have a 
logical construction and which would be fairly easy for the students to memorize– 
getting to know teaching repertoire is a life-long commitment…. I consider goals 
for myself and goals for my students for a year that are linked to performances, to 
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special events, to new pieces for my own growth and assigning music designed to 
promote musical as well as technical growth. (Lyke, 1991, p. 48) 
 
In addition to these four aspects of his philosophy, his capacity and passion for 
group piano teaching is unsurpassed. Lyke declared his philosophy about group teaching 
that  “a teacher with a good understanding of the group process plans interesting lessons 
and shows the students effective ways to practice. Students show each other ‘what 
works’.” (J. Lyke, personal interview with Ron Chioldi, 2009, p. 24) In order to make the 
group piano class active and practical, he advises to use various teaching modes including  
technology and other current trends, and to encourage collaboration among students 
regardless of level or age.  
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CHAPTER 4 
BIOGRAPHICAL BACKGROUND  
 
Early Years9 
James Lyke was born on 30 September 1932 in Syracuse, New York to James S. 
Lyke and Dorothy B. Lyke. His father was an electronic typewriter salesman for IBM, 
and his mother was a homemaker who supported her family with loving care. They both 
had a strong attachment to music but did not have the opportunity to study music. James 
Lyke had two sisters, one 4 years older, and the other 4 years younger, who also loved 
music. His older sister also had a special talent in art. 
In his early life, Lyke’s family had to relocate frequently due to his father’s work. 
Even though the family moves would make it difficult for him to remember all the 
schools he attended, he clearly recalls that he always loved his schooling.  
When World War II started, James was nine years old, and his family moved to in 
Newark Valley, NY. This was a small town where he attended a wonderful school with 
outstanding teachers. As long as he can remember, Lyke loved the piano sound, and he 
began piano study in this town. Lyke recalls his initial piano lesson: 
There was a neighbor a few houses down the block. In her house, there was a 
player piano—the old type where you pumped the roll with foot pedals. The roll 
had perforations which caused the keys to go down and the music to sound. I was 
fascinated with the sound of the piano and began to memorize what keys went 
down. Then I tried to mimic this and play bits of pieces by myself. This lady 
neighbor called my parents to her home to listen to me. This impressed my dad 
who bought a huge old upright piano, and I began taking lessons with a couple of 
local piano teachers. (J. Lyke, personal communication, August 4, 2009)  
 
                                                
9 The information in this chapter is based on a personal interview with James Lyke on August 4, 2009. 
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When Lyke became 12 years old, his family moved to Elmira, NY and lived there 
until he finished high school. He has fond memories of his life there, as he always 
adored his teachers. His music teachers were role models who motivated him to become 
a future music teacher. His	  artistic experiences in early life influenced his future music 
career. In addition to taking piano lessons, he was a singer as a boy soprano. He recalls 
that whenever he sang Schubert’s Ave Maria, each audience was impressed. By the time 
he finished his junior year in Elmira, he joined the school band playing the percussion.  
Lyke’s pre-college music education was inspired by all the organizations he 
participated in, such as band, orchestra, and singing in choir. He recalls that the schools 
he attended offered excellent music programs, which provided him with a solid 
foundation in music: 
I remember I admired the band teacher. He was so good to me because he knew 
how I was interested in music. He was so wonderfully trained and had such a 
wonderful personality. And I think in my junior year, before I left to go to Elmira, 
I just wanted to be a music teacher, and that’s what I wanted to be. I never 
regretted it, never deviated from it, and that’s what I did.  I decided to be a music 
teacher when I was in high school and eventually I got trained in the college. (J. 
Lyke, personal communication, August 4, 2009) 
 
Amidst such a variety of musical activities around him, the piano was always the 
main instrument for him. At the time, he thought that he might end up being a high 
school teacher or a band or choir director. Later, his parents bought him a large upright 
Hardman Peck piano. He practiced diligently, and was able to prepare appropriate 
repertoire to enter college. He grew up admiring Bach, Chopin, and also liked modern 
composers such as Norman Dello Joio and Samuel Barber. He also admired the pianist 
Arthur Rubinstein, a magical pianist to him, as he heard Rubinstein in person in his high 
school years in Elmira, an experience he would never forget. 
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Piano Study and Education 
In Lyke’s first piano lessons he began with the middle C method, which led him 
to have unpleasant experiences. The pieces in the book not only sounded marginally 
musical to him but also the relatively easy pieces caused him to desire more mature 
pieces. 
After that, Lyke started lessons with his second piano teacher who had an 
excellent musical background and guided him very well. By the time he was in high 
school, Lyke was exposed to more advanced piano compositions by composers such as 
Debussy, Grieg, Bach, and Chopin. Lyke recalls that he always stood out among her 
studio of private students.  For instance, his performance of Debussy’s Clair de Lune on a 
Mother’s Day recital gave a strong impression to the audience. 
Later in high school while in Elmira, he met one of his most influential teachers, 
Mildred Shoemaker, a faculty member at the Eastman School of Music. Mrs. Shoemaker 
was a poised performer and an excellent teacher with a warm and caring personality. 
Lyke was most impressed with Mrs. Shoemaker, so he was willing to travel 100 miles to 
Rochester from Elmira for lessons. Lyke recalls: 
She was one of the best teachers in the city and I was lucky to have her. She got 
me ready for an audition for SUNY Fredonia. She was a big help. I also played in 
several contests such as the National Guild Auditions….We had excellent judges 
who wrote about our performances. I enjoyed that. (J. Lyke, personal 
communication, August 4, 2009) 
 
Another reason that Lyke was able to progress with wonderful teachers is that he 
has a pleasant memory of practicing. The church, where the father of a close friend was 
pastor, had several beautiful Steinway pianos, and he was fortunate to have access to 
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them for practice. Other pre-collegiate music study included the violin, clarinet, and 
percussion during Junior High at Elmira Academy. 
In the SUNY Fredonia undergraduate years after 1950, Lyke studied with Mary 
Coory, a very fine, young, well-trained teacher from Oberlin Conservatory. He then 
continued his piano study with Richard Paterson, also an Oberlin graduate. Lyke recalls 
that all the piano teachers during his SUNY Fredonia years were Oberlin graduates 
whereas all the theory teachers were from the Eastman School of Music. Lyke believes 
that these faculty members who graduated from those institutions had a profound 
influence on him. Also, he actively was involved in a drama club, Mummers, that helped 
develop his passion for theater, including musical theater.  
After his graduation from SUNY Fredonia in 1954 and a brief period of military 
service, Lyke enrolled in the graduate music program at Columbia Teachers College in 
1958. During his years at Columbia, Lyke studied piano with Allen Fort, who later 
became a renowned scholar at Yale University in the field of music theory. His piano 
study later continued with Dean Sanders at University of Illinois at Urbana-Champaign 
(UIUC) and Rita Hutcherson at the University of Northern Colorado. He also studied 
piano pedagogy and piano literature with Dr. Robert Pace (Columbia University), Dr. 
Guy Duckworth (University of Northern Colorado), and Dr. Walter Schenkman 
(University of Northern Colorado).  
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Years in Alaska 
Prior to hi study at Columbia University, Lyke served two years in the U.S. Army. 
He was drafted while in college, but was able to defer his service until he graduated in 
1954. After induction into the Army, he went to Fort Dix, New Jersey for basic training. 
There he met a chaplain, a music lover who, arranged for Lyke to be assigned in Alaska, 
at a time when many of the American troops were headed to Korea. The chaplain 
assigned Lyke to serve as a chaplain’s assistant at the post’s chapel in Fort Richardson, 
just outside of Anchorage. He had multiple duties including directing choirs and also 
playing the piano for touring USO shows. This gave Lyke the opportunity to express his 
passion of popular American music and share his joy of music with the people of Alaska. 
When I was in the Army, I taught several Broadway musicals, one of them was 
Brigadoon. I loved that, because I loved popular music. And I had grown up with 
all those wonderful composers, Gerome Kern, Irving Berlin, and Richard 
Rodgers. Just tremendous popular music, not like today’s music, like hip-hop, etc. 
Here we have beautiful melodies and harmonies, and formal structures. All the 
really top songs came out of the Broadway musical shows which I noticed. 
Gershwin [was] another one of [my] favorite composers. I always have a love of 
that, and I always developed that throughout, even in the Army. I was with the 
Army band unit where all the musicians had a dance band and I was the pianist. I 
played in a dance band for the officer’s club. I played at the chapel…and I was 
with all the band guys. I really loved that because the music was wonderful. (J. 
Lyke, personal communication, August 4, 2009) 
 
  Lyke duties as Chaplain’s Assistant allowed him to gain additional learning and 
teaching experiences. He worked with children in the Sunday school classes and the 
music program, directing the choirs, accompanying, including playing for vocal soloists. 
The undergraduate degree from Fredonia entitled him to teach as a civilian after he was 
discharged from the Army in 1956. He decided to stay in Alaska until 1958 to teach at an 
Army base school, Fort Richardson, Anchorage, and in the Territorial School Systems.  
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His teaching assignment covered classes from kindergarten, 1st through 6th grades 
and all the general music in the 7th and 8th grades and band. He was also in charge of 
Christmas music programs involving as many as 200 children. This teaching experience 
with a large number of children eventually enabled him to feel much at ease when he first 
started group piano instruction with four to five students in one class. Lyke comments: 
Here I was teaching general music, I had to do practical things in teaching. I did 
not get these things from sitting in a course and learning. You’re kind of working 
on your own with the kinds of students you’re working with. I had to take all 
these education courses, which I was never fond of. It wasn’t very practical. It 
was just book learning, not the real thing. So, you kind of work it on your own. 
You just learn what works for yourself and your particular teaching setting. (J. 
Lyke, personal communication, August 4, 2009) 
 
During these two years in Alaska, he worked very hard through various jobs as a teacher, 
accompanist, and performer in daytime, nighttime, as well as weekends and the summer 
to save money to pursue graduate study. 
 
 
Graduate Study with Dr. Robert Pace at Columbia University 
After returning to New York in 1958, Lyke began his graduate studies at 
Columbia University under the guidance of Dr. Robert Pace. Pace had earned a great 
reputation for changing people’s thoughts towards teaching piano in small groups instead 
of one-on-one lessons. He was the Executive Director of the International Piano Teaching 
Foundation and eventually served as one of four committee members appointed by 
President John F. Kennedy to study how music was being taught in the United States. 
During the years under Dr. Pace’s tutelage, Lyke was exposed to many types of group 
piano classes. Applied lessons were offered in a group setting typically with four students 
in a two-hour lesson. Jazz piano also was taught as a group class. Lyke explored 
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repertoire to develop critical listening skills in his students by sharing constructive 
comments about the music after each student played: 
This group piano experience thrilled me very much because I had never studied in 
a group. In order to illustrate group techniques, Dr. Pace often brought children 
from his private studio, Scarsdale, NY into his piano pedagogy courses. […] they 
were all trained and they did marvelous things, [such as] ear training and writing 
chords at the board and just understood how music was put together, technically. 
They were really well trained and everything was done in the group atmosphere. 
That’s where I really was keen to the idea, ‘Oh, this is for me!’ And I decided on 
my career; the idea of total musicianship, rather than just the playing of scales and 
pieces. (J. Lyke, personal communication, August 4, 2009) 
 
The students demonstrated how music theory can be applied in a group setting,  
not merely taking lessons to play pieces and scales but to learn how the music is put 
together by learning harmony, playing by ear, and taking a melody and harmonizing. One 
of the notable contributions of Dr. Pace to piano pedagogy is his approach that allows 
students to “achieve their musical potential by becoming musically literate and 
independent” (Zeigler, 2004). There is no doubt that Pace’s guidance was inspiring and 
opened up to Lyke many possibilities about how to teach group piano successfully. 
Pace’s influence was not only on methodology in teaching private lessons, but also in 
developing an integrated approach for children to learn in groups and become all-around 
musicians.  These pedagogy experiences were cherished by Lyke and eventually led to 
the career path to which he would devote his entire life. James Lyke attributed all this 
valuable training to his teacher, Dr. Pace: “Dr. Robert Pace would be the person I would 
thank for all of them. He changed my life. These experiences [provided a] really positive 
background on the rest of my career” (J. Lyke, personal communication, August 4, 2009). 
In addition to gaining teaching experience as a Graduate Assistant, Lyke took all 
possible courses from Dr. Pace including teaching piano to children; teaching piano to 
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high school students; teaching piano to college students; piano literature; sight-reading; 
etc. Also, he took summer courses at the Center for Piano Pedagogy, a new school in 
New Jersey where many college teachers went to study with the two master teachers, 
Francis Clark and Robert Pace. Lyke later applied the knowledge from all these 
experiences to courses he developed and taught at the University of Illinois at Urbana-
Champaign. 
 
Years at the University of Illinois at Urbana-Champaign 
The 1960s was a decade when university music programs were very interested in 
employing group piano specialists. This was because applied teachers of advanced 
pianists lacked ideas on how to teach adult beginners in a half-hour lesson. Consequently, 
not only James Lyke, but also many other well-trained piano pedagogues across the 
nation were able to secure a number of class piano faculty positions with only a master’s 
degree.  
When Lyke had just earned his master’s degree after completing summer courses 
at Columbia University, a search committee at the University of Illinois contacted Dr. 
Robert Pace seeking faculty candidate recommendations. The Director of the UIUC 
School of Music during that time, Duane Branigan, 10flew out to New York to interview 
Lyke acting on Pace’s referral. Branigan was so impressed with Lyke and his training 
that he offered him a faculty position on the spot. Lyke began his professional career as a 
full-time faculty member at UIUC in 1959 at the age of 26, when he was confident and 
full of energy.  
                                                
10 Duane Branigan also served as president of Illinois State Music Teachers Association between 1956-
1957 and later became the national president of MTNA in 1963. 
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At UIUC, Lyke joined the Group Piano Division, which later became the Piano 
Pedagogy Division. In the beginning, Carolyn Shaak and Lyke were the only two faculty 
members. Later the Division grew in size adding two more full-time faculty members 
(Nancy Hartman and Bonnie Apple) in the 1970s. Lyke began by teaching group piano 
and piano pedagogy classes, but there were no pedagogy degree tracks until the 1980s. 
Within just a few years, Shaak left Illinois and all divisional responsibilities were turned 
over him when he was named Chair of the Group Piano Division in 1962.  
Since there was only a one year secondary piano curriculum under one piano 
course number, Lyke began to develop and expand the group piano curriculum. He 
created a four course sequence (four semesters) which has become a national curriculum 
standard for non-keyboard music majors studying in group piano.  
Another special course Lyke created was titled Advanced Group Instruction in 
Piano I and II, a small group class for piano majors. This was a beneficial class for piano 
majors to gain experience in learning functional skills that applied teachers might have 
neglected (or did not have time for) in their lessons with piano majors. This two-semester 
sequence covered transposing chord progressions, sight-reading, open score teaching, 
ensemble playing, harmonizing a lead sheet, transposition, improvisation, accompanying, 
and making two-piano arrangements. These are skills that students are often not exposed 
to in the private lesson setting.  
With solid training in jazz studies under the guidance of Robert Pace and a strong 
belief in the necessity of learning improvisation as a creative tool for musicians, Lyke 
wanted to create similar courses at UIUC so piano majors would have a basic grasp of 
essential jazz elements. In order to make this possible, he discussed it with the director of 
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the School of Music, Duane Branigan, to gain his support and to recruit an instructor. 
Despite the opposition of the applied piano faculty, Lyke was granted opposition, Lyke 
was granted approval to establish a two semester jazz piano course sequence for piano 
majors taught by the newly employed jazz pianist, Ron Elliston.  
 During his sabbatical leave in 1968, Lyke completed his doctorate degree in  
 
education at the University of Northern Colorado (UNC). Lyke explains his doctoral  
 
study: 
 
 I chose UNC because I admired faculty member Rita Hutcherson whose Ph.D. 
 dissertation was on group piano teaching. She had a phenomenal reputation as a 
 piano teacher in the state of Colorado, as well as surrounding states.  I have to 
 admit that I was drawn to the state of Colorado because of its beauty. Greeley was 
 only about 50 miles from the gateway to the Rockies. Rita Hutcherson always 
 treated me as an equal. I had already taught six years at the University of Illinois. 
 She let me design my own program focusing on piano education. I did many 
 independent studies in the area of piano pedagogy. I was the first person at that 
 school to center my studies in piano pedagogy instead of instrumental or vocal 
 music. I started the doctoral program at UNC in the fall of 1965 and finished in 
 the spring of 1968. I spent a couple of summer sessions there, as well. I also 
 greatly admired Dr. Walter Schenkman who held a DMA from Indiana 
 University. He was a brilliant writer, fine pianist and excellent teacher. I took 
 many courses from him and he served on my doctoral committee. Rita Hurcheron 
 was my major advisor on my dissertation. I dedicated my Keyboard Musicianship 
 texts to both of them. You will notice on the dedication page of Books One and 
 Two: "To Rita and Walter." Important aspects of my doctoral studies: creating an 
 interest among pianists to follow my path stressing piano pedagogy. There were 
 no universities at that time offering doctoral degrees in piano pedagogy (as there 
 are now). Students who followed me at that school included Dr. Fred Kern, Dr. 
 Anna Haun (Hayward) and many others. You might say I was a trailblazer. 
My dissertation helped focus attention on secondary piano taught in classes. It 
 was a time when class piano specialists were in demand. And it seemed to follow 
 that the class piano specialist also taught piano pedagogy courses.  An important 
 element in class piano instruction was the array of topics included such as 
 harmonization, improvisation, transposition, sight reading, etc. —interwoven 
 with the study of appropriate repertoire and technical studies. Developing 
 musicianship at the keyboard was of paramount importance. Sequencing these 
 various topics, I felt, was one of my strengths. Rita Hutcherson died a couple of 
 years ago on her 101st birthday! Walter Schenkman died several years ago. I used 
 to hear from him at Christmas-time. I invited him to do a recital at Georgia State 
 University in the late 1990s. Schenkman was a big help with the writing involved 
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 with my dissertation. He and Rita were always supportive of me throughout my 
 student days. (J. Lyke, personal communication, November 18 and 19, 2011) 
 
The title of his dissertation was An Investigation of Class Piano Programs in the Six State 
Universities of Illinois and Recommendations for Their Improvement which has been a 
frequently referenced for articles and studies. 
From the mid-70s on and with the input of faculty colleagues Reid Alexander and 
Tony Caramia, Lyke developed the necessary courses so that the Piano Pedagogy 
Division could offer academic degrees in piano pedagogy. By 1980, both the Bachelor of 
Science in Music Education with a Specialization in Piano Pedagogy and the Master of 
Music in Piano Pedagogy were official degree tracks at UIUC. The first graduates from 
these degrees were in the early 1980s. 
With the launch of these new degree programs, Lyke also founded the Piano 
Laboratory Program (PLP) as a core component of the pedagogy curriculum for piano 
pedagogy and piano performance students to gain teaching experience under faculty 
supervision. To begin this program, in 1979, he recruited Reid Alexander, who 
previously had served as Director of the Lawrence University Conservatory Preparatory 
Program (Appleton, WI). The PLP enabled the Division to offer non-credit piano 
instruction to area children and adults from the community. Consequently, Lyke’s 
responsibilities included supervising both graduate teaching assistants in their university 
instruction and the PLP teaching staff, who taught non-university piano students. 
Another responsibility he assumed as division chair was to oversee the Illinois 
Summer Youth Music (ISYM) piano camps. ISYM was initiated in 1949 but was 
relatively less organized at that time. One survey response indicated “Lyke was excited 
when this great opportunity turned to him.” He started to refine the curriculum of the 
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piano camps as he clearly understood essentials for students at that age and their learning 
stages. He expanded the program by adding more musicianship courses in a group class 
format, which would further motivate students. The details of his 33-year career as 
Headmaster of the ISYM piano camps are discussed in Chapter 5. 
After taking a one-year leave of absence to complete his Ed.D. at the University 
of Northern Colorado in 1968, Lyke felt that it was necessary to provide appropriate texts 
for group piano, which would cover repertoire, song accompanying, piano technique, 
chorale sight-reading, harmonization, transposition, etc. He began to work carefully to 
sequence such topics at appropriate levels which led to the first edition of Keyboard 
Musicianship was published in 1969. Lyke’s lifelong involvement in developing group 
piano texts has continued to bear fruit through the recent 9th edition (2011), which he 
completed after his retirement. Keyboard Musicianship was not the only book he was 
working on during this period. He contributed articles to professional journals as well as 
preparing revisions of Ensemble Music for Group Piano Book One and Two in 1965, 
1971, 1976, 1977 and 2002, and Creative Piano Teaching in 1977, 1987, 1996 and 2011. 
In addition to devoting his UIUC years to developing useful teaching materials, 
Lyke was tirelessly involved in activities such as giving concerts and lecture-
demonstrations, adjudicating, and serving professional organizations. For instance, in 
1976 alone, he gave thirteen recitals of four-hand and duo piano concerts, joint concerts 
including accompanying, and seven lecture-demonstrations for Macomb, IL MTA, 
Champaign-Urbana, IL MTA, Connecticut MTA, Texas MTA, Bowling Green State 
University (OH), the East Central Division of MTNA (MI), along with adjudication 
activities in New Mexico. Even while managing these professional commitments in the 
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midst of a busy teaching schedule, he continued to work on publications. He contributed 
pages on the Group Piano Instruction in the College for Southwestern Musician11 and 
prepared the 3rd edition of Ensemble Music For Group Piano Book One and Book Two 
which was released the following year, in 1977. 
In additional to his professional activities, Lyke demonstrated leadership skills at 
the national level. He co-founded a major conference, the National Conference on Piano 
Pedagogy in 1979 and he served as co-director from 1979 to 1995. He also served as 
President of the Illinois State Music Teacher’s Association between 1978 and 1982, and 
was appointed as the first National Group Piano Chairman of MTNA from 1971 to 1975.  
A leading piano pedagogue, Marienne Uszler mentioned that many opportunities for 
collaboration among various piano pedagogues came about in the 1980s, due in part to 
James Lyke’s organizational leadership talents. (Beres, 2003, p. 91) 
Lyke was also involved in piano pedagogy instruction at other universities and in 
workshops worldwide. He served as a visiting professor of music at the University of 
Michigan in during the 1980-1981 academic year, and at the Adelaide College of Music 
in South Australia during 1986-1987. His workshop travels extended to many cities and 
states for organizations such as MTNA and the Music Education National Conference 
(MENC). International workshops took him to Austria (Salzburg, Bad Aussee), 
Switzerland (Lausanne), France (Grenoble), Australia (Queensland, New South Wales), 
South Australia (Tasmania), and South Korea. In 1995, he visited Cyprus to present a 
Duo Piano Concert of All-American Music with his former student, Christos Tsitsaros, 
who became a faculty member at UIUC after James Lyke retired. 
                                                
11 The review of this article, Southwestern Musician-Texas Music Educator, College Division, February 
1976, p. 9 is on pages 142-143.  
 
 
 53 
Lyke was always delighted to be an active performer during his career. He gave 
annual faculty recitals in solo or duet piano and duo piano format with UIUC faculty 
colleagues.  
One of the distinctive recital series Lyke founded in 1988 was the American 
Music Trio which featured American popular song arrangements. He grew up with the 
melodies and harmonies of popular American songs in the 1940s and 1950s, which he 
regards as American classics, comparable to western classical music. His trio included a 
number of performances in Illinois and other states and he began to publish his song 
arrangements (high school student level) so that the next generation of piano students 
could learn these beautiful melodies from previous decades. In addition to publishing 
revisions of his academic texts such as Keyboard Musicianship and Creative Piano 
Teaching, Lyke’s pursuit and publication of these song arrangements reveal a special, 
life-long interest--uncommon territory for individuals in the discipline of piano 
pedagogy.  
During his tenure at UIUC from 1959 to 1993, James Lyke served on the faculty 
as Chairman (since 1962) of the Group Piano and Piano Pedagogy Division until he 
moved on to his second academic career at Georgia State University.   
 
Career at Georgia State University 
After thirty-three very successful and productive years at UIUC, he made his first 
scholarly visit to Atlanta, Georgia in 1993. Dr. Anna Hayward, a former student of Lyke 
and a faculty member at Georgia State University (GSU) invited Lyke with Tony 
Caramia for a seminar in the summer. After that, Lyke accepted an invitation to fill 
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Hayward’s position as visiting professor during her sabbatical year from 1993-1994. 
Subsequently, Hayward decided to retire and Lyke was willing to accept a professorship 
at Georgia State University as Coordinator of the piano pedagogy program. He later 
assumed the duties of the Director of Graduate Studies as part of his faculty position. He 
accepted this offer because he found attractive aspects about living in Atlanta and also 
felt the need to contribute to GSU. Lyke began to refine the piano pedagogy and group 
piano programs by improving the curriculum in sequenced levels for the first and the 
second year. He also established a new course, Advanced Keyboard Skills, for graduate 
students in piano pedagogy and piano performance. According to Lyke, this effort made 
it possible for the GSU piano pedagogy graduate degree program to offer degree 
requirements comparable to other major universities (Lyke, 1997).12 During his years at 
GSU, Lyke was awarded the grant entitled, Quality Improvement Funds for Major 
Instructional Equipment in January 1995 in the amount of $18,000. These funds were 
used for the School of Music to purchase a digital piano lab and accessory equipment.  
Georgia was musically enriched by the appointment of Lyke to the faculty. He 
continued his service to the community with his specialty of identifying great American 
songwriters. He offered two major summer workshops, the Golden Age of Popular Song 
(great American songwriters) in 1993 and 1994 and the very first workshop on Johnny 
Mercer (famed lyricist and songwriter from Savannah, GA) in 1996. In the centennial 
year of Gershwin in 1998, Lyke created a workshop on Gershwin’s works. During these 
workshops, the community enjoyed American Music Trio performances of their favorite 
composers’ work. At the same time, the music major students were educated in the 
                                                
12 James Lyke disclosed this intention and discusses other challenges in the unpublished document, 
Professional Interests and Goals submitted to Georgia State University in 1997. 
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“classic era of American songs prior to rock and roll.” (J. Lyke, personal communication, 
August 6, 2009). He also made himself available for the local music teachers as well as 
members of the Georgia Music Teachers Association to share his passion for teaching 
through frequent workshops. The summer day piano camps that James Lyke initiated 
with the aid of colleagues offered activities for community students and were modeled 
after ISYM piano camps. These day camps also helped recruit undergraduate music 
majors to GSU. 
While the community program was improving, Lyke supported his colleagues in 
GSU and other universities by providing them opportunities to visit GSU. He arranged 
workshops and concerts for Gail Berenson (Ohio University who lectured on medical 
problems for pianists for piano and piano pedagogy majors), Carol Flatau (Keyboard 
editor for Warner Bros. Publications), Walter Schenkman (University of Northern 
Colorado, Greeley), Lee Evans (Pedagogical Jazz Composer), and Reid Alexander 
(UIUC) to provide workshops for community piano teachers and students. Lyke did not 
cease his publication and performance endeavors. Including the revised 7th edition of 
Keyboard Musicianship, eight more American song arrangements for two piano and 
piano duo were published by Warner Brothers and Belwin. With Geoffrey Haydon, a 
colleague at GSU and new duo-piano partner, Lyke continued to perform at GSU and on 
the UIUC campus, such as All Rodgers and Hart Concerts, and the America Makes 
Music Series.  
Overall, Lyke’s entire presence at GSU was comparable to what he accomplished 
at UIUC. His efforts resulted in the School of Music being recognized as having one of 
the major piano pedagogy programs in the Southeastern part of the U.S. (Lyke, 1997).  
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Retirement 
In December of 1999, James Lyke retired from GSU and moved to his home state 
of New York, living in NYC near the center of important performance venues and 
theaters. He had been yearning to return to his roots because the city provided him with 
cultural and intellectual stimulation as well as rich musical activities. He settled down at 
his place in Manhattan near where a number of Broadway musicals are held. He states: 
I also find the lifestyle here very healthy because I have to walk everywhere. I do 
not miss having a car.…I have met many interesting people here and have 
wonderful friends like Lee Evans, Paul Sheftel and Ruth Slenczynska….I had a 
love affair with New York since I was a kid.  All through my childhood I was 
making trips to New York City with my Aunt Helen who took me to all of the 
cultural things that New York City had to offer. Through this aunt I developed a 
great life-long interest in the theater and the musical theater. It is a great place to 
live. (J. Lyke, personal interview with Ron Chioldi, 2009, p. 24) 
 
Besides enjoying the rich musical activities of the city, he still continues to be a prolific 
composer in arranging and publishing as he mentioned in his interview with Ron Chioldi:  
I am terribly excited to be in New York City. I don’t play concerts any more, but I 
am still active in the publishing field, I have had the opportunity to take lessons 
with Lee Evans and learn more about the jazz idiom, which has really helped me 
with my arranging. (J. Lyke, personal interview with Ron Chioldi, 2009, p. 24) 
 
Additional publications following Lyke’s retirement from academic teaching 
positions include the recent and major revision or Creative Piano Teaching (4th edition, 
2011) by Stipes publishing. Other publications include the arrangement, Irving Berlin 
Piano Duos with Don Heitler (2011), three books of duet arrangements with Geoffrey 
Haydon, Favorite Holiday Duets With Santa Claus (2004), Oldies But Goodies: 
American Popular Songs for Solo Piano (2002), and Say It With Music; 11 Irving Berlin 
Songs Piano Solo Arrangement (2009) all published by Lee Roberts Music Publications 
and distributed by Hal Leonard. Lyke was able to collaborate with Dr. Robert Pace in his 
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last years to publish two more arrangements, the Great American Songwriters (2007) and 
the Swing Band Dance Hits (2009) edited by Pace and also published by Lee Roberts 
Music Publications. 
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CHAPTER 5 
CONTRIBUTIONS THROUGH PROFESSIONAL ACTIVITIES 
 
Professor at University of Illinois at Urbana-Champaign 
The year 2009 marked the 50th anniversary of piano pedagogy at the University of 
Illinois at Urbana-Champaign (UIUC). The winter 2010 edition of the news magazine, 
Sonorities, of the University of Illinois School of Music reported that Dr. James Lyke 
was the faculty member who founded the discipline of piano pedagogy at UIUC, which 
has contributed significantly to the current prestige of the UIUC piano program.  
Freshly graduated from the Columbia University Teacher’s College at the age of 
26 in 1959, Lyke joined the faculty and devoted thirty-four years of his life to the 
University of Illinois to serve as Professor of Piano Pedagogy and since 1962, Chairman 
of Group Piano Division (later renamed Piano Pedagogy Division). Additionally he 
served on departmental committees, advisory and search committees, such as the College 
of Education and Extension in Music Advisory Committee. His initial teaching schedule 
at UIUC was four group piano courses for undergraduate students but this heavy load did 
not stop him from exerting his influence on the department and institution.  
During those years, Carolyn Powell (later Carolyn Shaak) and James Lyke split 
responsibilities for teaching piano classes. She taught the first semester pedagogy course 
and one of the applied piano professors taught the second semester. After she married and 
left the university, her responsibilities were transferred to Lyke. He welcomed the 
opportunity to improve the curriculum by implanting courses he had experienced with 
Robert Pace at Columbia University as a curricular model.  
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Group Piano13 
Lyke started revising the existing courses and developing additional courses in 
order to expand the program. First, he realized that the one semester group piano course, 
MUS 177, was insufficient as it completely disregarded the students’ ability levels and 
their prior years of piano study. Therefore, Lyke extended the one course into a four-
semester course sequence that would provide two years of piano instruction. The goals 
and objectives of the course were refined in the group piano syllabus so that the 
instruction served non-keyboard music major students from beginning through the 
intermediate levels with a unified approach to applying the keyboard as a teaching tool 
for students’ future needs. The syllabus particularly emphasized practical skills for 
students to experience such as fundamental keyboard patterns, sight-reading, 
harmonization and transposition, improvisation, accompanying, and playing by ear. 
Additionally, the study of elementary and intermediate piano solo and ensemble literature 
was stressed throughout the two-year sequence. The content of this course sequence was 
developed in an attempt to correlate material with concurrent courses in the freshman and 
sophomore years, such as music history and theory. Group piano instructors were 
expected to be aware of the musical materials that were covered in these courses in each 
semester and coordinate piano instruction in a meaningful manner. 
Lyke designed the Advanced Class Piano course, Music 377, for students 
majoring in music education. This two-semester course provided important functional 
keyboard skills and assignments to which piano students in private lesson settings were 
                                                
13 The courses were: Music 150 and 151 (non-music major piano class), Music 160 to 163 (music major 
piano classes), Music 360 and 361 (Advanced Instruction in Group Piano), and Music 362 (Jazz Piano 
Class). According to Dr. Lyke, Music 360 and 361 were especially for the students in the Master of Music 
in Piano Pedagogy program, but performance majors at the 380 and 480 level also took those classes. 
(Lyke, personal communication, September 13, 2009) 
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rarely exposed. After lengthy discussions with faculty in the Music Education and 
Applied Piano Divisions, Lyke eventually was able to establish this course. He believed it 
would be the most beneficial course for students consisting of a two-semester sequence 
of instruction emphasizing functional keyboard skills at an advanced level. Sight-reading, 
vocal and instrumental score reduction (e.g., Mozart and Beethoven piano concerti, 
Brahms Liebeslieder Waltzes), harmonization of melodies, transposition of chorales, 
preparing community songs and art song accompaniments, improvising in various styles 
including acquaintance with the jazz idiom, and playing a body of folk, community and 
popular songs by ear were included. In addition to classical examples, keyboard harmony 
and jazz materials were also used. The purpose of this intensive functional piano training 
was intended “to broaden a student’s keyboard musicianship and equip the student for 
many professional positions such as choral and instrumental conducting, general music 
teacher, or performer” (Lyke, 1971) 
An important event tied to the Advanced Instruction in Group Piano class was the 
1993 Lee Evans Festival consisting of two recitals and a master class programmed solely 
with Lee Evan’s compositions and arrangements.14 This successful event was made 
possible by drawing upon students enrolled in Music151, 360, 361, and 362. Local music 
teachers (CUMTA) cooperated by supplying many of their students.  
Two Saturday programs that the reception accorded to my music by all the 
participants--you and your colleagues, students—made me feel as though all my 
efforts over the last few years had indeed been worthwhile… more than ever to 
continue working towards my goal of enriching the musical lives and experiences 
of teachers and students through the creation of more material and through 
working for and encouraging the incorporation of Jazz and other creative 
techniques in music education. (Letter from Lee Evans to James Lyke, April 
14,1993) 
                                                
14 The title of Recitals I & II was Lee Evans Arrangements and Original Compositions in the Jazz Idiom 
held on April 9-10, 1993 in the Music Building Auditorium of UIUC. 
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Lyke recognized that in order to improve the group piano program, acquiring a 
digital piano laboratory was a necessity. The UIUC Research Board appropriated $833 to 
purchase equipment and supplies to create a digital piano lab, which replaced the old lab 
that had for keyboard learning in selected public schools of Illinois in 1965 when 14 
vertical Baldwin pianos were used. 15 In December 1971, Lyke gave talks and 
demonstrations in the UIUC Piano Laboratory for the Champaign-Urbana Music 
Teachers Association using this new equipment. These digital pianos also were utilized in 
other cities in Illinois for the University Extension programs. Dr. Lyke would share his 
expertise with elementary teachers to acquire piano skills for their everyday classroom 
using the 12 electric pianos in a new statewide program in the pilot section of Music 346 
course at Loucks Elementary School, in Peoria, IL. The digital pianos were moved back 
to UIUC campus from other locations to be used for ISYM in the summer.  
The whole idea is the effectiveness of teaching people keyboard in a group 
because one-on-one instruction is very expensive. We start classes at 8 in the 
morning and go all day without a break four days a week. Then we have an 
evening class for non-majors. We can see 64 students a day in these classes where 
an individual giving private lessons see 12 to 16 students a week. But the 
advantages of the new keyboards go beyond financial considerations. You have 
the capability of having each person working at his or her own level. You can 
have students who are far apart in ability working at the same time. 1st and 2nd 
year music students who are non-keyboard majors as well as some of the 
hundreds of non-music majors who are on a waiting list to take lessons will be 
able to use the new equipment. (Lyke, interview with the Champaign-Urbana 
News–Gazette, December 23, 1990)   
 
The electronic keyboards that had been in use since 1972 became obsolete in 10 
years and no longer had functional value for students. To address this, Lyke and his 
colleagues periodically argued for funding to replace outdated piano laboratory 
                                                
15 Baldwin Keynote vol. 8, no. 2, “Illinois Offers Summer Youth Music.” 
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equipment. Funds from the Piano Laboratory Program were also used to purchase pre-
MIDI (Musical Instrument Digital Interface) labs built by Baldwin and Musitronic.  
This dramatically changed in December of 1990. Yamaha eight-station MIDI 
compatible piano lab with one teacher piano and control console was purchased with 
University funds ($19,000) from the Piano Laboratory Program. The Champaign-Urbana 
News-Gazette wrote of Dr. James Lyke “as happy as a kid who just looked under his 
Christmas tree and found the toy train.” 16 He had been yearning in his more than 30 
years on the UIUC faculty for the arrival of a modern piano laboratory. The new digital 
pianos and headsets not only allowed students and teachers to communicate individually 
as well as in groups, but also let the students explore and record using various kinds of 
sounds including organ, harpsichord, orchestra, etc. These functions, using MIDI 
advanced technology, facilitated a lively learning atmosphere allowing students to record 
their own performances to pre-recorded disk accompaniments. Overall, updating the 
piano laboratory with advanced digital pianos opened a new chapter of the group piano 
curriculum that served multiple purposes for current and future students. 
 
Piano Pedagogy Program 
While redesigning the group piano curriculum, Lyke also started to restructure 
courses for piano majors for them to obtain proper skills to be well-rounded musicians as 
well as to be prepared for their future teaching career (Lyke, 1971). First, completely new 
two semester courses of Advanced Group Piano Instruction I and II (MUS 360, MUS 
361) were added to the curriculum. Lyke maintained the size of the class as small as 
                                                
16 Joe Millas. (December 23, 1990). Christmas comes early for piano lab. The Champaign-Urbana News 
Gazette, C-12. p. 13. 
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possible, typically four to six students, and was able to achieve effective learning 
outcomes. He continued to maintain a small class size for group piano sections in this 
way. Both Raymond Burrows and Robert Pace argued that the success of group teaching 
is contingent on expert instruction, the teacher’s ability to work effectively in groups, and 
to utilize the group effectively in small classes. According to Burrows, Pace and Lyke, 
the tendency in academia to enlarge piano class sizes (often in response to budgetary 
difficulties) is an abomination of the basic principles of group teaching. Lyke continually 
argued for appropriate class sizes in group piano teaching his entire career. 
Since private lessons were at that time the only method to study the instrument for 
most piano majors, Advanced Group Piano Instruction was an interesting opportunity to 
introduce to piano majors how to learn in a group. In a small group format, they 
experienced keyboard instruction in areas that often, because of time constraints, were 
not covered in applied lessons, such as sight-reading, harmonizing melodies by sight and 
by ear, and abundant ensemble music learning opportunities.  
Lyke recalled in the interview that most piano majors had never taken group 
classes focusing on harmonization, sight-reading, score reading, transposing, and 
improvising. He remembers a time when he took a melody and had students standing 
behind him taking turns harmonizing it on the piano one by one (J. Lyke, personal 
communication, August 4, 2009). Since many of them were graduate teaching assistants, 
he was able to provide them with a group learning experience while they were teaching 
under his supervision.  
Second, a two-semester piano pedagogy course, Music 330, was designed for 
piano majors to acquire experience with all levels of piano instruction using modern 
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methods and materials appropriate for future school, studio, and college piano class 
teaching. One of the distinctive projects was the student practicum teaching assignment. 
Each student was assigned to teach two or three small groups of beginning and 
intermediate level children and college students under supervision during an entire 
academic year. Other course requirements included:  
1. Read and submit reports on various books dealing with topics about piano 
instruction; 
 
2.  Observe a variety of piano teaching situations and evaluate the lessons in writing 
according to predetermined criteria; 
 
3.  Read and report on articles in professional piano journals such as Clavier (now 
Clavier Companion) and Piano Quarterly; 
 
4.  Submit a paper on a topic of interest dealing with piano instruction. (Lyke, 1971)  
 
While the first semester was allocated to lecture, demonstration teaching and 
observations, the second semester highlighted materials and problems of teaching more 
advanced students. In this course sequence, Dr. Lyke involved applied piano faculty to 
share their knowledge through guest presentations as part of the course content so they 
could develop a more positive attitude toward the teaching of courses in piano pedagogy. 
During the courses, he urged the students to attend meetings of the local piano teachers 
association in order to network with fellow teachers in the community and to become 
familiar with the activities of a community based music teachers association.  
Third, for students who elected to pursue advanced piano pedagogy topics, Lyke 
provided another undergraduate course, Music 320, Pro (Professional) Seminar course. 
He had received numerous requests to recommend students trained at UIUC to fill 
college and university positions in group piano. As a result, he guided students through 
intensive training to learn effective methods of teaching group piano in college at all 
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levels including observation of selected classes and the analysis of materials used in those 
courses and curricula.  
Fourth, Lyke was also able to develop an entirely new course in the history of 
piano pedagogy that focused on the application of technologies for teaching the piano 
entitled, “Technology in Piano.” Although the technology in that period was limited 
compare to current equipment, many companies were able to develop tools for group 
piano classes that made them more interactive and focused on individual improvement, 
and Lyke’s insight in this area inspired the university to adopt such technologies at a later 
time.  
Fifth, Lyke was the first UIUC faculty member to argue for and successfully add 
a UIUC two-semester sequence course entitled Jazz Piano I and II. These two courses 
were later followed by a jazz piano pedagogy course taught by Tony Caramia. With his 
passion for American popular music, Lyke strongly believed that improvising, working 
with lead sheet music, and the jazz music experience were important even for students 
majoring in classical piano. Thus, by recruiting jazz pianist, Ron Ellison, as a faculty 
member, the goal was to provide a two-course jazz sequence.  The two courses eventually 
fit into the overall piano pedagogy curricula when the piano pedagogy specialization was 
established in the B.S. in Music Education simultaneously with the M.M. degree in Piano 
Pedagogy in 1980. Lyke states: 
My aim was always to have a teacher become a well-rounded person, and not just 
be thinking in terms of performance. Because, my idea was that our TAs were 
always going to go out into college positions and they were going to go to teach 
piano, and they often, almost always taught sections of group piano or class piano. 
They did a lot of accompanying, and so all the sight-reading emphasis. And I 
encouraged our students even to take some organ lessons to get diversified in all 
the keyboard areas. And then of course, pedagogy—they were called upon to 
teach pedagogy courses so that anybody that graduated from University of Illinois 
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was able to teach applied piano, group piano classes, and piano pedagogy. So you 
had to be diverse. (J. Lyke, personal communication, Aug 5th 2009) 
 
These endeavors toward developing the piano pedagogy curriculum were widely 
spread and recognized nationally: 
Even prior to the establishment of the M.M. in piano pedagogy, applied piano 
majors from the UIUC were well trained in teaching piano classes. Therefore, we 
were able to place many applied piano majors in college positions because of our 
reputation in teacher training. And our division attracted many visitors from 
around the country and abroad. (Rath, ed., 2010, p. 20) 
 
Prior to 1980, Lyke felt it was necessary to create a movement in the Piano 
Pedagogy Division to offer undergraduate and graduate degrees in piano pedagogy and 
finally incorporate several specialized course within two degrees. The UIUC Piano 
Pedagogy Program was one of the first piano teacher training programs leading to a 
degree (Lyke, 1997). The piano faculty members were delighted because the entrance 
requirements for piano pedagogy were articulated as the same as piano performance for 
each degree.  
Due to Lyke’s efforts, in 1980, UIUC inaugurated piano pedagogy degrees at the 
undergraduate and graduate levels. The piano pedagogy master degree was prompted, 
according to Lyke, “the fact that most pianists graduated with an M.M. in performance 
really ended up becoming teachers and were relatively ill prepared for it. The pedagogy 
degree was a more viable route, for it combined performance with teaching.” (Rath, ed., 
2010, p. 20) 
Additionally, Lyke also worked with doctoral students, and in the D.M.A. and 
Ed.D. degree tracks, pianists choosing to focus on piano education or a piano teaching 
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career. Consequently, he served as a committee member for many doctoral students, and 
often including assisted with their dissertation or doctoral project.17  
At the undergraduate level, Lyke realized the importance of having an 
undergraduate degree program that focused on piano pedagogy and also a supporting pre-
collegiate piano teaching laboratory. To assist in these endeavors he recruited Reid 
Alexander, at the time a member of the piano faculty at the Lawrence University 
Conservatory of Music who also had the responsibility of Coordinator of that 
Conservatory’s preparatory program: 
He [Lyke] regularly attended meetings and participated in discussions about 
music education curricula, vis-á-vis piano competency exam, required class piano 
courses for non-pianists, and essential keyboard skills required of choral or 
instrumental music education majors. Lyke also was engaged, along with Reid 
Alexander, in formulating an undergraduate Bachelor of Science in Music 
Education with a specialization in piano pedagogy. Students enrolled in this 
"specialization" and taught in the public schools within the State of Illinois. 
Students completing this degree were certified as public school music teachers. 
Several successful graduates taught or established public school keyboard 
programs for the public schools. This innovative degree option was a compliment 
to the M.M. in piano pedagogy, a long-standing degree option at UIUC. (Survey 
response) 
 
Lyke’s responsibilities at UIUC changed over time, and after a while, he began to 
focus more on the graduate studies.  When Reid Alexander joined the UIUC faculty in 
1979, Alexander assumed responsibility for the undergraduate students. Lyke recalled 
that it was a very happy time because two strong people in piano pedagogy led the entire 
group piano area and the Piano Pedagogy Division with thriving enrollments in both 
degree programs.  
 
                                                
17 At UIUC the final doctoral project in music is defined as one of three options: 1) Dissertation; 2) Single 
recital accompanied by a large (ca 100 pages) research paper; and 3) Two lecture recitals accompanied by a 
small research paper (ca 50 pages) 
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Piano Laboratory Program (PLP) 
 
In order to train piano teachers in practical situations along with teaching 
pedagogical principles, the student teaching experience was an essential part of the 
pedagogy program. The Piano Laboratory Program (PLP) was established in 1980 
simultaneously with the foundation of the B.S. and M.M. degrees in piano pedagogy to 
provide opportunities for piano pedagogy students to obtain teaching experience under a 
master teacher’s supervision while serving the community. The PLP has offered a high 
quality non-credit based piano instruction to the local community since it was founded. 
Children from UIUC faculty and staff and Champaign-Urbana community members at 
beginner through advanced levels, including many adults, were recruited.  
The university music students enrolled in piano pedagogy courses and graduate 
teaching assistants had a regular teaching assignment in the PLP. Faculty members also 
participated teaching in the program. The funds from the PLP obtained from students 
tuition were channeled through an account supervised by the Office of Continuing Music 
Education. A portion of the funds were directed back to the Piano Pedagogy Division to 
enable the purchase of necessary music and equipment such as video systems and music 
games for children. (Rath, ed., 2010, p. 20) This was at a time when there were limited 
funds for the acquisition of equipment and supplies. Thus, the Piano Pedagogy Division 
was able to benefit from the PLP while the pedagogy students gained valuable teaching 
experience. 
Through the typical nine month-long PLP program, the students, especially ages 
from seven to 17, played about four pieces in each recital. After consultation with the 
piano pedagogy faculty (Lyke, Alexander and Caramia), student teachers carefully 
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selected proper repertoire and rigorously prepared students to be successful when they 
performed at the end of each semester. This helped boost their confidence in playing, and 
provided positive reinforcement for their lessons and practice. Beginning students were 
always asked to play duets with their teachers in the first recital, which helped reduce 
their anxiety level, and to pave the way for a successful first recital experience. 
In addition to supervising student teachers and himself being an exemplary 
teacher for PLP students, Lyke’s goal was to stress the outreach of the PLP with special 
events for each year. For instance, PLP students participated in a Piano Duet Festival in 
1989. From these events, not only student teachers gained experiences in guiding duets, 
but the PLP students also expanded their understanding of a wide range of repertoire 
(Lyke, 1991). Another special event was “Meet the Composer” in 1990. One of James 
Lyke’s prestigious students, Mr. Robert Vandall, was invited to the campus to receive the 
UIUC School of Music Alumni Achievement Award and give a master class for the piano 
majors as well. PLP students were thrilled about the opportunity of receiving comments 
from a “living” composer whose pieces they prepared for the master class. Other types of 
special events provided through the PLP were Christmas programs as well as concerto 
programs. 
Lyke recalled that there was some concern that the teachers in the community 
might be worried that the PLP would take all their students. In fact, that was never the 
case. Contrary to these concerns, teachers from the local music teachers association were 
supportive. Lyke and his students tried to be involved with these teachers through the 
Champaign-Urbana Music Teachers Association (CUMTA). The PLP allowed the 
CUMTA members to work with Lyke and his students, and the local teachers appreciated 
 
 
 70 
those opportunities to become affiliated with the university program. One of the CUMTA 
members’ survey responses was that “Jim was always friendly and willing to help when 
he could. He was a mentor to all local piano teachers and never talked down to us.” 
(Survey response) 
One of the largest events that this respondent remembers is a multiple piano 
concert which was called a “Monster Concert,” a popular piano concert format at that 
time. Lyke invited not only teachers in CUMTA and their students, but also from the 
Danville Teachers Organization (a neighboring city 20 miles away from Champaign-
Urbana) and produced a large-scale ensemble. Dr. Lyke conducted, and many students 
participated in this event at the Music Building Auditorium on the Urbana campus. 
Students were able to learn to react to a conductor and cope with multiple pianos on an 
auditorium stage through the special event. 
 
Illinois Summer Youth Music (ISYM) 
Illinois Summer Youth Music (ISYM) is one of the most highly regarded and 
well-known musical programs of its kind in the United States that started over 6 decades 
ago in 1949. These camps were developed and run by the UIUC School of Music 
Continuing Education Division. Shortly after James Lyke came to UIUC, the summer 
music program for pre-college students was renamed ISYM and included relatively small 
sized piano and flute camps, and larger orchestra and band camps serving students in 
sixth grade to graduating high school seniors. These camps were originally day camps 
where students commuted and were given a half-hour lesson each day with some time for 
practice.  
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However, as soon as Lyke became involved, the piano camp program was 
restructured under his direction. He increased the number of musicianship classes, 
lessons, and elective classes in order that the students could receive more varied 
instruction during the daytime while allowing them to allocate the remaining time to 
practice. In addition to classes, the two-week piano camp provided daily lessons with 
students grouped in pairs. Students were paired based on their entrance audition and 
sight-reading ability.  
The musicianship classes were generally taught in a small group of five or six 
students.  Each teacher was responsible for offering an hour-long musicianship class 
where the students sight-read and learned about music theory. Lyke also created elective 
classes where students could select among topics such as jazz improvisation, piano duets 
and musical styles.  
Two more piano camps were added for different age and level groups. The three 
camps were called Senior High Camp (advanced; average age 17), Piano Camp (upper 
intermediate; average age 15), and Junior High Camp (late elementary and early 
intermediate; average age 13). Each camp lasted two weeks with the less advanced camps 
serving as feeders to the more advanced camps.  
Lyke added a mid-term program held on the first Sunday of each camp, where 
parents could see their students and watch them demonstrate what they were learning for 
an audience, which often included the student’s home teacher. For instance, they gave 
demonstrations of sight-reading, theory learning, repertoire, and technical 
accomplishments. Lyke remembers that both the students and parents were very happy 
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with their progress. The students were able to demonstrate what they learned at the final 
recitals to their parents and audiences, which was a finale to celebrate their achievements.  
Another notable contribution that Lyke made through ISYM is that he invited 
talented teachers from universities across the U.S., Canada, and even from Australia as 
ISYM faculty. Guest faculty members were renowned teachers, such as Richard 
Chronister, Elvina Pearce, Ruth Slenczynska, and the duo-pianists, Weekley and 
Arganbright, among many others. Such an excellent faculty not only enabled the ISYM 
piano program to become a vibrant musical showcase—one of the top summer camps in 
the nation—but also provided the guest faculty members additional opportunities to 
become associated not only with Lyke and the piano pedagogy faculty, but the UIUC 
School of Music and entire keyboard faculty. The summer piano camps were often 
coordinated with biennial piano workshops with ISYM teachers also serving as workshop 
instructors. 
Overall, Lyke demonstrated his enthusiasm through his position as Headmaster of 
the Illinois Summer Youth Music for 33 years from 1960 until his retirement at UIUC in 
1993. Although the duration of the camps was later shortened to one week around his 
retirement in 1993, ISYM has been magnificently developed into a very solid summer 
program. Many ISYM alumni have fondly reflected on their experiences with the camp, 
and they even have children and grandchildren who have also participated in ISYM 
(Silverberg, 1995). Their experience often directly influenced the participant’s decision to 
attend the University of Illinois, pursue music as a career, or maintain an appreciation of 
the arts in their later lives (Silverberg, 1995). 
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University Extension Program (Continuing Education) 
James Lyke was known as one of the “Flying Professors” as he often flew to sites 
around the state to offer piano pedagogy classes and a class on American popular music 
through the University Extension Programs (Rath, 2010). According to Lyke, this method 
of offering courses remotely within the state was possible as the university offered an 
aviation degree in which trained pilots flew him and other professors to communities 
throughout Illinois. For example, UIUC law professors were flown to Chicago for 
teaching sessions on the bar exam. Lyke also drove to nearby communitiies such as 
Decatur, Springfield, and Danville to provide numerous workshops and extension 
courses.  
One of the continuing education service programs called the Elderhostel Music 
Program was sponsored by Continuing Education in Music, UIUC. The courses were on 
American Popular Song (July 9-11, 1990), Cole Porter (July 15-19, 1991) and on the 
composer George Gershwin (July 20-24, 1996). Lyke was awarded the Elderhostel 
Teaching Award in 1994 in recognition of his efforts with these courses.18 According to a 
letter from the director of Elderhostel to the Office of Continuing Education and Public 
Service19, Lyke’s superb work on the Gershwin course at Elderhostel received ‘rave 
reviews’ on the program evaluation from the program participants. Lyke’s enthusiasm for 
Gershwin’s music was contagious in the course as testimony of the workshop participants 
expressed: 
[participant A] Dr. Lyke seemed right at home with Gershwin, I hope he does  
                                                
18 This award was featured in the Elderhostel Newsletter, entitled, ‘Reach Out’ Vol. 3, no. 3, Fall 1993, 
Boston, MA. 
19 Unofficial letter from Cheryl Barber, Office of Continuing Education and Public Service on August 28, 
1992.  
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similar program next year! 
 
[participant B] Dr. Lyke presented Gershwin in a way that has influenced that 
way I listen to Gershwin. 
 
[participant C] By far the high point of the week was spent with Dr. Lyke. He 
makes me want to take piano lesson at age 67. His sincerity, love of the subject, 
and honest efforts to share his knowledge warrants an entire Elderhostel in my 
opinion. I am already looking forward to seeing him in ’93. 
 
[participant D] Dr. Lyke made the course very interesting through videos and film 
clips. (Barber, 1992) 
 
The letter particularly revealed comments from the audiences on the excellent 
presentation of Lyke and the American Music Trio’s concerts at Elderhostel program:  
[participant E] Jim Lyke takes very great pains in his research. I am coming back 
year after year because of his excellent presentation. 
 
[participant F] Jim has a very pleasant manner and presented material in an easy, 
fun method. I really enjoyed his course and concert. (Barber, 1992) 
 
Sabbatical Years 
The sabbatical periods for James Lyke were astonishingly productive times. He 
was not only able to explore programs in other colleges and universities, but also affect 
the programs at these universities to develop their curricula under unified goals. While 
still developing teaching materials and audiovisual materials for use in the electronic 
piano laboratory at UIUC, he visited six mid-western universities and flew to England to 
observe their group piano and piano pedagogy programs in the spring and summer of 
1973.  
In his visit to England, he observed Professor Yvonne Enoch teach children in a 
group piano setting in London where her school was affiliated with the Inner London 
Education Authority. He visited the University of London to observe piano pedagogy 
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classes of Enoch and also visited the Guildhall School of Music, one of the leading 
conservatories of the area. Sharing ideas with Enoch later made it possible for Lyke to 
include her philosophies and ideas about teaching as he invited her to co-author the 
second edition of Creative Piano Teaching.  
The next sabbatical leave, in January 1980, provided him with opportunities to 
generate more ideas to contribute to the piano pedagogy program at UIUC. Among his 
eleven research trips during this period, he first made three visits to colleges in 
California, beginning with attending the Piano Sight-reading Conference in California 
State University, Fullerton, and a group piano session by Richard Chronister at Long 
Beach State University. In Lyke’s sabbatical report to Dr. Robert Bays, Director of the 
School of Music, the presentation on sight-reading process, which was utilized in 
Chronister’s Keyboard Arts Basic Music Study Program, may have influenced Lyke’s 
curricular ideas on the Piano Laboratory Program in the same year (Lyke, 1980).  
In California, Lyke visited the two nationally prominent authors, James and Jane 
Bastien, to discuss keyboard materials for children and adults, and also had a meeting 
with Professor Marienne Uszler to observe her piano pedagogy classes and curricula at 
the University of Southern California. The academic trip was extended to Chicago to 
research the Suzuki method at the Suzuki Piano Teachers Workshop, and to Dallas and 
Austin, Texas where he shared his ideas with many other professors including Brenda 
Rager, Louise Bianchi (Southern Methodist University), Amanda Vick Lethco 
(University of Texas), and Edwin Heenan (Texas Group Piano and Piano Pedagogy 
Programs in Dallas and Austin, Texas). Lyke also observed group piano teaching at a 
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magnet high school in Dallas and discussed group teaching with Linda Garcia, supervisor 
of group piano teaching in the Dallas public school system. 
His attendance in MTNA in Washington D.C. presented another opportunity to 
interact with major figures of the field of piano pedagogy. His traveling continued with a 
visit to the University of Maryland to examine their group piano and jazz piano program 
and its curriculum, and to the New School for Music Study in Princeton to meet Frances 
Clark and Louise Goss. At the end of his sabbatical, Lyke submitted a report entitled, 
“The Professional Development of James Lyke” to UIUC.20 
 
Remembering the Years at UIUC 
From 1959 through 1980, when the B.S. and M.M. degrees in Piano Pedagogy 
were established, they School of Music experienced astonishing growth. (Rath, 2010, p. 
20) Lyke clearly expressed that he always enjoyed teaching at the University of Illinois, 
as students were always his top priority (J. Lyke, personal communication, August 5, 
2009). He remembers the UIUC students as “dream students” to work with as they were 
intelligent, hard-working, had nice personalities and aspired to become good musicians 
(J. Lyke, personal communication, August 5, 2009). Another reason that he enjoyed his 
career at UIUC was the great faculty members and supportive directors who were both 
colleagues and good friends who cooperated and associated with him to accomplish great 
improvements to the piano pedagogy program. He especially remembered Dr. Kenneth 
Drake, who was then a piano faculty member.  
                                                
20 The professional activities and the names whom Lyke discussed appeared in the sabbatical report to 
School of Music Director, Robert Bays in spring, 1980. 
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However, doctoral research on the careers of several nationally recognized piano 
pedagogues reveals that some applied piano faculty simply did not, at that time, 
understand the necessity of piano pedagogy courses and degree programs for the piano 
majors who were under their guidance. Marienne Uszler described similar difficulties in 
changing course requirements and establishing a piano pedagogy degree program at the 
University of Southern California (Beres, 2002, p. 54). Uszler acknowledged James 
Lyke, in particular, as a leading pedagogue who believed that this issue could be resolved 
with the students’ support if both faculty members and students realized the unique 
values that can be obtained from pedagogy courses, values which are different from what 
is learned in private lessons (Beres, 2002, p. 55). Edward Rath, the former Associate 
Director of School of Music at UIUC mentions: 
I remember in my own younger days as a pianist and teacher that pedagogy as a 
major or concentration was not always embraced by some of the more 
performance-oriented pianists. As elsewhere in schools where quality and clear 
thinking prevailed, the UIUC piano faculty began to realize the number of 
incoming pedagogy majors who wanted to study piano with them. Certainly, they 
became aware of the number of incoming pedagogy majors who wanted to study 
with them which Lyke believes might have helped to balance a sort of “drop-off” 
in applied majors. (Rath, ed., 2010, p. 20) 
 
One of the survey respondents witnessed that “[Dr. Lyke] stood his ground against the 
UIUC applied piano faculty who initially saw his program as inferior to applied 
performance degrees.” Another survey respondent mentions:  
The piano performance faculty and the group piano faculty at Illinois did not get 
along. It was ugly actually. Lyke was VERY brave to keep his head high for us 
students. We all knew what was going on. It's unfortunate that the applied 
performance faculty considered the group piano faculty second class citizens. 
Here is hoping that things have changed around the world. There's room for ALL 
of us! (Survey response) 
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The applied piano faculty felt uncomfortable with the fact that there might be a 
decrease in the number of applicants in piano performance due to piano pedagogy. As 
Lyke had to face such widening concern constantly, he highlighted this issue during a 
panel discussion at the National Conference on Piano Pedagogy in Urbana in 1980. The 
suggestion he made to the pedagogy teachers present was to be persistent and patient, to 
realize pedagogical needs, and to allow room for another degree program. (Baker, 1981, 
p. 8) 
Over time, the entire UIUC keyboard faculty realized the value or having both 
performance and pedagogy degrees and a strong piano pedagogy curriculum. This has 
resulted in the placement of many students, both performance and pedagogy graduates. In 
addition, the program now has a vibrant doctoral cognate minor in piano pedagogy that 
was spearheaded by the current faculty after Lyke’s retirement. 
James Lyke received numerous awards during his tenure at UIUC. In 1961, he 
was invited to become a member of Pi Kappa Lambda, a professional and scholarly 
music honorary society. Lyke also was elected to Honorary Life Membership in the local 
chapter of Phi Mu Alpha Sinfonia and Men’s Professional Music Society in 1966. In 
1989, Lyke was the second recipient of the Annual School of Music Excellence in 
Undergraduate Teaching Award. His name continuously appeared in the university’s 
Incomplete List of Teachers Ranked as Excellent by their students, based on results from 
students’ responses to the ICES (Instructor and Course Evaluation System) questionnaire.  
In 1990, Lyke’s superb off campus teaching was acknowledged campus-wide 
through the UIUC Excellence in Off-Campus Teaching Award. This award reflects that 
Lyke’s students valued his dedication and course preparation time and also for the extra 
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hours of travel and providing individual attention to his students. With this award, Lyke 
received $1,500 and another $1,000 for improving off-campus instruction and program 
development. This selective list of awards reflects how all of Lyke’s teaching and 
professional endeavors were positively recognized by his students and colleagues.  
A former student spoke about James Lyke as a highly commendable person and 
deserving of awards in honor of his excellent teaching (Letter from Kowalchyk, 1979). 
Lyke concludes reflections of his years at UIUC in the following words: “My years at 
Illinois were terrific in every way; great university and fantastic School of Music. And I 
have had a chance to compare!” (Rath, ed., 2010, p. 20) 
 
Career at Georgia State University 
Following his first experience at GSU as a visiting faculty member in the 1993-
1994 academic year, James Lyke was offered the Director of Graduate Studies and 
coordinator of the piano pedagogy program position from 1994 to 1999 at the rank of 
tenured professor. Just as he had impacted numerous people while he was in Illinois, his 
impact within and beyond the university with professional activities extended to Georgia 
during his seven year tenure as Director.  
Lyke reconstructed the piano class curriculum at the first and second year levels 
to achieve an effective sequence of instruction. He also trained teaching assistants 
through frequent observation of their work and meetings for advising. He established new 
courses for graduate students in piano pedagogy and piano performance, such as the two-
semester sequence Advanced Keyboard Skills (MUS 636 and 637) courses, which 
became a new requirement for graduate students in piano pedagogy. Lyke believes that 
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this change “brought GSU more in line with major universities offering graduate piano 
pedagogy degrees.” (Lyke, unpublished document, 1997)  
Lyke not only established the piano pedagogy and piano curriculum, but also 
made every effort to advance GSU to become a more attractive school for incoming 
students. Including GSU’s first summer (1993) workshop on Johnny Mercer, he, with his 
colleagues, established ongoing summer piano teacher workshops which he used to 
recruit high quality piano students to GSU. Lyke believed that similar results he 
witnessed at UIUC through the summer camps could happen at GSU.  
Lyke continued to perform and publish throughout his years at GSU, and he never 
considered stopping his performance endeavors. He maintained himself as an active 
performer as he believed performing is essential to musical growth and to being a role 
model to his students. He continuously strived to update his teaching on innovative 
technology by attending the Yamaha Technology Seminar. His willingness to become 
familiar with local teachers groups and support their activities on behalf of GSU also 
reflected his professionalism and leadership talents.  
A challenge arose in improving the M.M. program in piano pedagogy at GSU due 
to diverse ethnic backgrounds and an older student population. Lyke addressed this in the 
official document, Professional Interests and Goals, which compared the average age of 
graduate music students at UIUC, 22 to 24 to those at GSU, which were in their 40s. 
According to the annual evaluation report examined by Donald Taebel in 1993, 
1995-6 and 1997, Lyke’s teaching covered 14 different courses at the undergraduate and 
graduate levels in a wide variety of topics. His students’ comments indicate their respect 
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for Lyke’s musicianship, excellence in teaching as well as friendly and caring manner.21 
His service as a member of five different committees, community service through master 
classes and adjudication for the young pianist in the surrounding communities was 
respected. Overall, his colleagues highly regarded his more global approach to the 
school’s goals and objectives through the fact that he brought to the university a national 
reputation in piano pedagogy.  
 
Organizational Leadership 
Organization exists for people to continue to expand their capacity to create 
results they truly desire and continually learning how to learn together (Sange, 2007). 
Music teacher’s organizations are not an exception in sharing their perspectives and in 
needing to continuously update themselves with current pedagogical discoveries. 
Therefore, appropriate national organizations and affiliations led by visionaries have 
facilitated teachers being involved in these productive associations. As Bush articulated 
qualifications for outstanding organizational leaders, James Lyke was the person who had 
a vision for the organizations that could meet the needs of enthusiastic teachers (Bush, 
2003). With leadership talents, a positive personality, and single-minded attitude toward 
the advancement of the field of piano pedagogy, Lyke vigorously led the national and 
regional forums so that more piano teachers had access to advanced training. An 
examination of Lyke’s leadership in his career reveals how Lyke inspired teachers 
beyond the walls of the universities, and also how he cooperated with other pedagogues 
to advance teaching methods, curricula, and piano teaching materials. 
                                                
21 According to the Committee on Promotion and Tenure report in 1996, Lyke consistently received high 
scores on student evaluations (71% rated him 5 out of 5). Most notable were his ratings of ‘very high’ in 
teaching effectiveness in 25 of 27 courses taught. 
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In order to understand Lyke’s administrative career, a brief investigation of his 
contributions to each organization he was involved with can be a meaningful 
measurement. Among his several positions in national and local organizations, this 
section focuses on his position as Co-Director of the National Conference on Piano 
Pedagogy (NCPP), the first Group Piano Chairman of Music Teachers National 
Association (MTNA), and the two terms he served as president of the Illinois State Music 
Teachers Association (ISMTA).  
 
National Conference on Piano Pedagogy (NCPP): 1979-1995 
The establishment of the National Conference on Piano Pedagogy (later the 
National Conference on Keyboard Pedagogy) opened a new venue in the field of piano 
pedagogy in a timely manner. There were increasing demands nationally to provide 
pianists teacher training within a viable degree program to help college piano major 
students obtain a teaching career. Under the motto, “A non-profit foundation established 
to provide a forum for the dissemination of information concerning the training of piano 
teachers (Baker, ed., 1981, p. i)”, the NCPP assembled educators across the nation to 
examine each other’s programs and to develop model curricula (Rath, ed., 2010, p. 20). 
Since 1979, the NCPP has played a major role in allowing piano pedagogues (including 
performance faculty), independent teachers, and piano students to share ideas about all 
aspects of piano teaching in a highly respected forum. Each conference has emphasized 
teacher training, practical piano teaching methods and materials, and research discoveries 
related to the discipline of piano pedagogy. 
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Inaugural Meeting, 1979  
In 1979, shortly after publishing the first edition of Creative Piano Teaching, 
Lyke received a phone call from Richard Chronister asking Lyke to join him in an 
enterprise (Lyke, personal interview, 2009). Although they had never met before, 
Chronister particularly wanted to work with Lyke because Chronister had a high regard 
for the piano pedagogy program at UIUC and had read Lyke’s book, Creative Piano 
Teaching. Lyke also was aware of the excellent reputation of Chronister’s Keyboard Arts 
Program, a network of teachers throughout the country, and admired many of 
Chronister’s articles and publications. These two founding members of the conference 
recalled the exciting moment when they first began this meeting with vision and 
optimism. One of the greatest pioneers of piano pedagogy, Frances Clark recalled the 
initiation of this meeting: 
What is the parallel for piano teachers? Isn’t it what we must look for, and 
nurture, the musical seed in every child? That we must set out to develop it to its 
fullest potential…and what might happen if a conference were formed to call 
attention to the need for more and better education for piano teachers, and foster 
and support piano teacher training....There came a time when he [Chronister] 
shared his concerns with a friend at the University of Illinois, and found that Jim 
had been beset by the same frustrations, was undergoing this own ferment, and 
had envisioned somewhat the same possibilities… the result was that first 
conference at Liberty. (Baker, ed., 1991, p. 99) 
 
The foundation of the NCPP was deemed an astounding gathering of pedagogy 
faculty. They were all teaching at their own institutions, but lacked information on how 
others programs were doing it. The conference room was filled with about 80 piano 
pedagogy instructors representing 25 states and 50 different colleges in William Jewell 
College in Liberty, Missouri in January of 1979. This inaugural meeting was meaningful 
because no large-scale pedagogy conference had ever occurred. It presented an 
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opportunity for teachers to meet and learn from each other. Lyke recalled that the 
participants in the first meeting expressed a totally positive feeling about the importance 
of becoming familiar with teacher training programs around the country. Marienne 
Uszler, a renowned pedagogue states: 
In the beginning Richard Chronister and Jim Lyke, the men who headed those 
early conferences, they were already identified as people who were leaders in the 
field. But many of the rest of us, although we had heard each other’s names, we 
had never met, and we had never discussed things. The beauty of that, because it 
was a small group.… there was a lot of group discussion, talking. It wasn’t sitting 
in a room watching somebody do demonstrations. (Beres, 2002, p. 91) 
 
Richard Chronister recalled the first meeting: 
In the fall of 1978, James Lyke and I sent a letter to a few hundred of our piano 
pedagogy colleagues and asked them to join us….The excitement generated 
during that short meeting assured Jim and me that it was indeed time for this 
group of professionals to begin the process of learning from each other.... A 
significant aspect of this group of sixty-one was that a number of those who are 
considered leaders in this field were in attendance, many of them meeting each 
other for the first time. (Chronister, 2001, p. 32)  
 
Marienne Uszler (now retired Professor of Music from the University of Southern 
California) remembered this meeting as the first time professionals in the field gathered 
in a unique setting that had participants excited in a different way than what one would 
feel in the modern day piano pedagogy conferences. They were thrilled to find that they 
had the same interests, problems, questions and often the same solutions as their peers 
(Beres, 2002). Beres identified those leaders who attended the meeting such as Frances 
Clark, Frances Larimer, Robert Pace, Lynn Freeman Olson, Marienne Uszler, Martha 
Hilley, E. L. Lancaster, and Jane Magrath who later became prominent pedagogy leaders. 
They collected feedback from participants to help organizers decide how best to proceed. 
One of the distinctive aspects of the meeting is that they formed committees covering 
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three major areas: Curriculum Committee, Learning Theory Committee, and Group Piano 
Committee. 
Terry Teachout, a former student of Richard Chronister and a reporter for the 
magazine, Roving Reporter, featured a review on the NCCP inaugural meeting. His 
article summarized the content of the meeting in two aspects (1979): 1) the two co-
founders assembled a program to discuss the entire spectrum of teaching concerns and; 2) 
encouraged the development of independent piano teachers through the piano pedagogy 
curricula in colleges and universities. Among the variety of sessions, this report 
particularly pointed out the group seminar in which all participants discussed the 
problems of pedagogy as a core topic.  
The program also contained attractive presentations or performances such as Reid 
Alexander’s session on how to build a successful university preparatory piano program, 
Tony Caramia’s talk on jazz improvisation, a presentation by Uruguayan pianist, Carmen 
Alvarez Meisenbach on Spanish piano literature, and sessions by David Kraehenbuehl on 
defining standards for the qualitative Judgment of music ranging from teaching pieces for 
children to the most arcane modern compositions. Besides moderating these meetings, 
Lyke presented an evening concert of four-hand music with Caramia. Lyke also led the 
forum sessions with subjects such as Maintaining Personal Performance Standards, 
Attracting Superior Players to Pedagogy, Practice Teaching, and College Major Problems 
in Pedagogy. 
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Urbana Conference, 1980 
The inaugural meeting in Missouri was followed by biannual conferences in 
different cities and states starting the very next year. The first conference was held on the 
UIUC campus in 1980 with a larger number of attendees than the inaugural meeting. All 
the teachers present shared their enthusiasm and agreed on the importance of gathering 
more leading figures to pursue united purposes. The following is a paragraph on the 
importance and the purpose, which appeared in the Urbana conference proceeding 
preface: 
The importance of having the leaders in the field of piano pedagogy participate in 
the Urbana conference was strongly felt. Equally important was the participation 
of all the pedagogy teachers in attendance. To accomplish this, the primary focal 
points of the conference were three separate panel discussions, with audience 
participation, on building a piano pedagogy curriculum. (Baker, ed., 1981, p. iii) 
 
The two co-directors organized sessions examining: 1) piano pedagogy degree 
programs at twelve institutions of higher education; and 2) problems in preparatory 
programs and pedagogy programs of colleges and universities particularly, related to 
administration. Additionally, the conference included 15 presentations with topics on 
piano teacher training, as well as a special session on the operation of the University of 
Wisconsin State-wide Piano Teacher’s Forum through closed circuit audio network. 
Details of this program would be eventually disclosed in a subsequent conference two 
years later. Besides the two main areas addressed above, the conference proceedings 
discussed the importance of assembling professionals who are responsible for piano 
pedagogy programs in colleges and universities. This was due to the increasingly 
widespread acknowledgment of the significance of piano pedagogy in the 1980s. 
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 Each afternoon, a panel session was held on the topic of “Building a Piano 
Pedagogy Program,” and the panelists were four pioneers of the field, Richard 
Chronister, Frances Clark, Robert Pace, and James Lyke. During the panel discussion, 
Lyke posed these two interrelated questions: 1) What should the piano pedagogy major 
be able to do when he graduates?; 2) What experience helps this student become the ideal 
teacher, which is what curriculum planners have in mind? To answer these questions, 
James Lyke derived the following requisites for successful piano pedagogy graduates 
from discussions with the panelists and the participants: strong performance skills and 
strong teaching skills.  
According to panel notes by Lyke, he noticed that the crucial issue of the time 
was the construction of appropriate curricula to develop compatible skills for pedagogy 
teachers. In order to offer the advantages of a piano pedagogy degree program in a 
feasible way, Lyke suggested developing a Certificate in Piano Pedagogy as part of an 
existing Music Education degree program. The focus of the Piano Pedagogy Specialist 
Program would benefit students by helping them acquire skills to become a high-level 
performer, teacher, and musician. This new program plan was distinctive with beneficial 
courses such as 1) Pre-student Teaching and Observation, 2) Jazz improvisation I and II, 
3) Advanced Group Instruction in Piano I and II, 4) Piano Technology, 5) Teaching 
Techniques of Music Theory, 6) Practicum in Piano Teaching, 7) Music in Early 
Childhood, and 8) Applied Piano and courses in Piano Pedagogy.  
In order to develop more beneficial conference programs, several new features 
were added in the following conferences. For instance, specialists from related fields 
were also invited to the conference such as psychologists, piano manufacturers, and 
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publishers. Chronister and Lyke also tried to embrace applied teachers so that they would 
understand what piano pedagogy professionals were trying to accomplish in their 
respective piano pedagogy degree programs. To accomplish this goal, renowned artist 
teachers, Nelita True and John Perry were invited to this conference along with many 
more applied teachers from around the country. The Urbana conference received 
considerable attention because of discussion topics related to resolving crucial issues for 
advancing the field of piano pedagogy. Lyke performed duet/duo arrangements at this 
conference as part of the evening recital schedule. 
 
Programmatic Development for the National Conference on Piano Pedagogy  
One area to advance piano pedagogy through the conferences initiated by 
Chronister and Lyke was to foster further research. As Lyke mentioned in his talk, 
“Remembering Richard”, given at the 2001 NCKP, both Lyke and Chronister were avid 
readers of any book or article dealing with piano teaching. Lyke recalled that they 
carefully chose papers on piano teacher training and reviewed them together for many 
hours at Chronister’s home in California. Through this effort, they were able to select 
refined research papers to present at the Urbana NCPP, and it was noted as the highlight 
of the program according to the subsequent Madison conference marketing brochure. The 
research papers and the presentations continued in the following conferences with the 
topic of piano teacher training being one of the three main emphases along with teaching 
demonstrations and committee reports.  
Live teaching demonstrations at various levels of instruction inspired the 
participants. For instance, in the third convention in Wisconsin in 1982, the three major 
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figures in group piano teaching at that time, Guy Duckworth, Robert Pace, and Frances 
Clark gave teaching demonstrations. In the 1988 convention, Fred Kern, Nelita True, and 
Gail Berenson gave demonstrations on piano pedagogy classes, which received critical 
acclaim.  
Along with the teaching demonstrations by renowned pedagogues, supervised 
pedagogy student practice teaching also created a unique opportunity for student teachers 
who were to become leading pedagogues of the next generation. Students who had an 
excellent teaching record and were recommended by their piano pedagogy professors 
were invited to give one-on-one teaching or group teaching demonstrations in front of the 
conference attendees while master teachers evaluated them. For instance, the Ann Arbor 
conference in 1986 featured a number of graduate students throughout the country who 
gave teaching demonstrations with high school students under the guidance of 
internationally recognized piano performance teachers. This was a unique, unheard-of 
event that simply was not happening at other professional conferences where programs 
normally included the conventional master class taught by a well-known pianist (NCPP 
also had such sessions). However, having student teaching critiqued at a national 
conference was a pace setting event which quickly was imitated at other conferences such 
as the World Piano Pedagogy Conference and the piano area of MENC. 
The third primary portion of the conference focused on the committee forum and 
reports. Beginning with seven committees that covered seven areas related to teacher 
training, the titles of the committees have expanded based on the developing issues of 
each time. With, in some cases, slight alternations of titles, these conference committees 
have appeared throughout the history of both the NCPP and NCKP:  
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1) Committee on Administration / Pedagogy Liaison; 
2) Committee on Certificate Programs;  
3) Committee on Conference Development;  
4) Director’s Committee;  
5) Committee on the Future of Piano Pedagogy; 
6) Committee on Historical Research; 
7) Committee on Independent Studio Teaching; 
8) Committee on Intern Teaching; 
9) Committee on Learning Theory/ Piano Pedagogy Liaison; 
10) Committee on Music Industry/Piano Pedagogy Liaison; 
11) Committee on the Prevention of Medical Problems; 
12) Committee on Piano Pedagogy Research, and;  
13) Committee on Fund Development.  
The suggestions derived from the committee meetings and the collective work of 
each committee have helped improve the profession and in some instances resolved 
issues within piano pedagogy degree programs and for independent teachers.  
Another notable contribution of the NCPP is the discovery of potential teacher-
composers through the conference’s composition competition. One of the composers 
from the composition competition sponsored by NCPP (1993) was Christos Tsitsaros, 
now an important faculty member and full professor in the Piano Pedagogy Division at 
UIUC. Tsitsaros had composed a number of teaching pieces for children and the 
recognition in 1993 was an important step in his career. The NCPP composition 
competition opened a new path for recognizing unknown but talented composers in the 
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piano pedagogy discipline. Since 1993, Tsistsaros has gone on to establish a reputation as 
one of the leading educational composers in the U.S. 
The size of the biennial conference enrollment continued to grow, from 61 at 
Missouri to 220 at the Urbana conference, and 320 at the University of Wisconsin. There 
were 464 attendees in Ann Arbor, and 1000 attended the recent 2009 and 2011 
Schaumberg conferences. Attendees from the 2009 conference came from all 50 sstates 
and from over 20 foreign countries.  
As the conference increased in size, a number of enthusiastic musicians and 
teachers demanded the expansion of conference topics to all possible areas related to the 
keyboard, such as collaborative pianism, early keyboard music and MIDI technology. 
This eventually prompted changing the conference name to the National Conference on 
Keyboard Pedagogy (NCKP). The 2009 conference in Chicago marked 30 years of 
heritage providing over 90 invaluable sessions blending applied performance with 
practical pedagogical applications. Currently with the motto “extraordinary results with 
every student,” NCKP continues to stimulate educators who feel a strong responsibility 
towards their students’ musical growth. Each convention features various beneficial 
sessions by renowned keynote speakers, distinguished teaching demonstrations, 
discussion panels, workshops, technology sessions, research presentations, and recital 
programs by children, young adults, and conference artists. Richard Chronister maintains 
that the meaning of the NCKP has secured its significance throughout its history, 
indicating to the fullest extent possible the collaboration of all those who seek to know 
what they need to prepare as pianists and teachers to share their knowledge to generate 
effective ways to teach keyboard essentials. (Chronister, 2001, pp. 32-33) 
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Lifetime Achievement Award 
The 2009 conference in Lombard, Illinois presented a special ceremony for James 
Lyke to present him with the conference’s Lifetime Achievement Award. The NCKP 
states that this award has been given to “individuals who made substantial and enduring 
contributions to the field of piano pedagogy over a lifelong career.” The ceremony was 
the finale of the entire convention program on Saturday, August 1. The tribute for James 
Lyke was a collaborative effort by Drs. Reid Alexander, Ronald Chioldi, Kenneth Drake, 
Geoffrey Haydon, and Mrs. Chee Hyeon Choi. Reid Alexander coordinated the entire 
tribute and PowerPoint slides were meticulously prepared to introduce each piece and the 
performers who were paying tributes to Lyke. An introduction on the history of the 
conference by Sam Holland, Executive Director was followed by a Jazz concert 
performed by Lyke’s former UIUC colleague, Tony Caramia. After playing a CD 
recording in which Lyke and Caramia performed Milhaud’s duet, Ile de France, Reid 
Alexander and his wife, Jo Ellen De Vilbiss (who also was a graduate student of Lyke) 
gave a live performance of Lyke’s four-hand duet arrangement of Adamson’s It's A Most 
Unusual Day. Chee Hyeon Choi presented an overview of Lyke’s accomplishments with 
the aid of PowerPoint slides and a CD performance of the American Music Trio. Then, 
Lyke’s longtime friend, Kenneth Drake gave personal remarks, and Ron Chioldi and 
Geoffrey Haydon gave an impressive performance of Gershwin’s By Strauss.  
 Ian Hobson’s surprise performance at the conference was seen as a delightful gift 
and a momentous occasion for James Lyke. Ian Hobson, the world-class pianist, 
conductor, and teacher was Lyke’s long-time colleague at the University of Illinois. The 
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affiliation of Dr. Hobson with NCKP began at the Ann Arbor conference in 1986 through 
his benefit concert during that convention. They have maintained a strong friendship as 
piano faculty and Lyke often attends Hobson’s concerts in New York City. At the 
ceremony, Hobson performed Liebeslied (Love’s Sorrow) and Liebesfreud (Love’s Joy) 
by Sergei Rachmaninoff.  
Finally, the current director of the NCKP, Louise Goss, presented the lifetime 
achievement award to James Lyke followed by comments. The ceremony was followed 
by a reception while PowerPoint slides of Lyke’s former students and casual photos were 
displayed. The conference attendants expressed appreciation to James Lyke for his 
remarkable leadership to NCKP spanning over a quarter century and also for his 
advancement of piano pedagogy as a profession throughout his career, which, through his 
former students, he still is influencing the discipline in an exemplary manner. The 
achievement award ceremony highlighted all these endeavors.  
Throughout Lyke’s career as NCPP co-founder and associate director, Lyke 
strived to create conference programs valuable to the piano pedagogy community by 
tackling a variety of issues related to effective piano teaching. He also conducted open 
discussions for each conference, served as a committee member to discuss various topics 
related to group piano, teaching materials and pedagogy curriculum, and arrived at 
constructive conclusions. Richard Chronister remembered his colleague, James Lyke, as 
follows: 
[James Lyke] is one of the preeminent figures, indeed one of the founders of the 
modern pedagogical movement. His long tenure at the University of Illinois 
during which he has developed one of the exemplary piano pedagogy program in 
America speaks for itself. Graduates of his program fill the highest positions in 
the most important schools in the country. The vast array of publications he has 
authored and co-authored represents a major part of the finest material that are 
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available to piano teachers today. His continuing presence as performer rounds 
out the ideal musician-teacher, performer, and scholar. (R. Chronister, personal 
communication, May 11, 1993) 22 
 
On the other hand, during the interview with the researcher, Lyke attributed all the 
advancements they made for the NCPP to the late Richard Chronister who in particular 
made all this possible after devoting his life and attention to NCPP from his previous 
teaching positions at Southern California and the Frances Clark New School for Music 
Study. 
Over three decades the NCKP has been a central forum where talented musicians, 
pianists and creative teachers share their passion for music, opinions and even 
disagreements. It is an undeniable fact that the promotion of the piano pedagogy field to a 
higher level was made possible by the endeavors of visionary leaders such as James 
Lyke, who co-founded what is now the only national conference for piano pedagogy and 
who assembled effective conference programs for over two decades. 
 
The First Group Piano Chairman of MTNA 
As interest in group piano teaching and the demands for developing such 
programs increased, MTNA decided in 1971 to add “Group Piano” as another Piano 
Division in addition to the Senior Piano and Junior Piano Divisions. The offer letter from 
Celia Mae Bryant, President of MTNA, on May 12, 1970 records that they appointed 
James Lyke as the first Group Piano Chairman of MTNA with recognition of his 
expertise in that area. Consequently, during the 95th Chicago Convention in 1971, the 
                                                
22 Richard Chronister wrote this letter to Dr. John Nelson, chair of Piano Search Committee, Georgia State 
University, May 11, 1993 when James Lyke was applying for the faculty position. Chronister started this 
letter with the expression that he did not see the necessity for the recommendation letter since James Lyke 
was already a renowned figure in the field of piano pedagogy.  
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first group piano session was held under the guidance of James Lyke as the first Group 
Piano Chairman of MTNA. The program records detailed a session entitled, “New 
Approaches to College Class Piano Teaching.” The four University of Illinois faculty 
members, Gail Berenson, Jean Marshall, Ron Elliston, and James Lyke led the session 
with sub-topics including “Repertoire Study,” “Developing Functional Skills,” and “Jazz-
Rock in the Piano Class.” Initially, Lyke scheduled one session on group piano 
instruction related to the needs of private teachers but later increased the number of 
sessions in future conventions during his term, 1971-1975. In 2001, James Lyke was 
designated a MTNA Foundation Fellow. He was the fifth music teacher nationwide to 
receive this special honor. (G. Ingle, personal communication, January 2001) 
 
President of Illinois State Music Teachers Association 
 Lyke was elected to a 2-year term as President of the Illinois State Music 
Teachers Association (ISMTA) in 1978 with his UIUC colleague, Dr. Kenneth Drake as 
Vice President, and continued to serve two more years consecutively until 1982. ISMTA 
is a state affiliate of Music Teachers National Association, an organization of private and 
college music teachers since 1876, and in 1979 was one of the largest state associations 
with 850 members. 
 
Local Music Teachers Associations 
James Lyke’s leadership talents were displayed not only through larger 
organizations, but also through local teachers associations. In the fall of 1971, James 
Lyke offered piano pedagogy classes in Decatur, Illinois through the University of 
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Illinois Extension Program. In the fall of 1972, the extension program classes continued 
meeting to share their teaching ideas and experiences. The History of Decatur Area Music 
Teachers Association (Coryell, 2010) stated that the suggestions and advice from Lyke 
encouraged them to form a local chapter under the Illinois State Music Teachers 
Association. The Decatur chapter has been an active group inspiring teachers and 
students from the region. 23  
Another local teachers group Lyke was actively involved with was the 
Champaign-Urbana Music Teachers Association (CUMTA) during his residence in the 
area. The members of the CUMTA recall the thriving activities when James Lyke 
collaborated with them including shared activities between the CUMTA and the UIUC 
Piano Pedagogy Division.24 When Lyke moved to Georgia to teach at Georgia State 
University, he continued to inspire teachers and cooperated with them in area groups, 
such as the Georgia State Music Teachers Association and the Cobb County Music 
Teachers Association. 
 
James Lyke as a Clinician  
 Innumerable workshops throughout Lyke’s career reflect how he devoted his 
career to developing teaching methods and sharing the joy of teaching with others. Both 
yield multiple positive effects when teachers apply what they have learned to their 
teaching. He presented his philosophy in teacher training workshops or piano clinics, in 
lecture or master class formats, nationwide as well as internationally. His workshops, 
                                                
23 Decatur Area Music Teachers Association (DAMTA) meetings have been held at Millikin University, 
Decatur, IL. Initiated with 8 members in 1972, up to 36 members have been actively involved in various 
activities for their students and community. DAMTA has received local attendance award from the ISMTA 
Conference for several years. 
24 Collaboration with CUMTA is discussed on pages 69-70.  
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especially lists of new publications, profoundly influenced many teachers and students as 
they revered his outstanding clinician skills.  
Such workshops often were presented in conjunction with recitals or teaching 
demonstrations which contained the same repertoire Lyke presented or emphasized 
during the workshop lecture. The contents of the various topics, which extensively cover 
many aspects of piano teaching, were organized under the following titles: 
1. Group Piano  
2. Teaching Repertoire for Elementary, Intermediate, and Advanced Levels 
3. The Most Recent Contemporary Teaching Repertoire 
4. Contemporary Music for Children  
5.  Presentation of Pedagogical Approaches  
6. Interpretation and Stylistic Analysis  
7. Organization of College Pedagogy and Secondary Piano Programs  
8. Business Aspects of Private Studio Teaching  
9. Ensemble Materials: American Popular Music Arranged for 1P 4H and 2P 4H 
10. Preparatory Music for Four-Hands at One-Piano  
11. Improvisation 
12. (Stepping Stone) Concertos 
13. Piano Lab; Audiovisual Aids (Media and Piano Teaching) 
Other interesting titles include his session at the Ohio Music Teachers Association 
conference in 1999 entitled, “The Other Part of the Piano Lesson--Developing 
Musicianship Skills,” and “An Adjudicator’s Recurring Nightmare--the View from the 
Other Side of the Table.” Lyke’s sessions always inspired the participants to rediscover 
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unfamiliar repertoire or genres that should be covered in piano teaching. For instance, for 
a presentation at a NCPP, Lyke addressed the benefits of teaching piano ensemble 
arrangements of American popular songs in the Golden Age (c. 1920-1950). He stressed 
that great songwriters and lyricists crafted works that have become “standards” and they 
enchant students and audiences alike with beguiling rhythms, exciting harmonic 
progressions, and melodies that can easily be remembered. When these songs are 
transformed into the piano ensemble format as an effective way of learning the piano, the 
beauty of the songs is elevated by musical challenges. For example, in Lyke’s 
arrangement of Irving Berlin’s song, Play a Simple Melody, two different melodies are 
introduced in a contrapuntal-like texture. Similarly, his arrangement of George 
Gershwin’s Rialto Ripples combines ragtime rhythms with an aggressive pianism that 
draws students’ interests. Lyke discussed that students in the next generation can learn 
the rich heritage of the songs from the previous era so they can broaden their learning 
repertoire while at the same time experience essential pianism in a different style of 
music from classical repertoire. 
The Georgia Music Education Association (GMEA)’s Division Newsletter 
acclaimed his two sessions on concertos at the In-service Conference in Georgia led by 
Lyke and Haydon. The newsletter also reports that their sessions allowed teachers to 
discover a great number of two piano pieces for intermediate students. Teachers realized 
that including this repertoire would work well with traditional recital programs:  
Educational and wonderfully entertaining. We didn’t realize there were so many 2 
piano pieces for the intermediate students and recitals might never be the same 
after the session on modern music. In the middle school master class, Dr. Lyke 
gave us insight into each piece while also helping each student feel comfortable 
when the spotlight was on them. When one of my students responded to a 
question with a wrong answer, Dr. Lyke said, “That’s all right, there are a lot of 
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things I don’t know.” (Division News, Georgia Music News, Vol. 55 No. 3, 
Spring 1995, p. 21) 
 
There are several letters that reveal Lyke’s professional devotion to teaching 
others about college group piano curricula and helping institutions to develop their own 
programs. For instance, in 1976, he visited Furman University in Greenville, South 
Carolina. According to a letter from the department director Ruby Morgan, and Del 
Parkinson, a faculty member, Lyke provided consultations on their class piano 
curriculum development:  
The observation on this campus was extremely helpful, but we especially feel that 
the project could not have been completed to our satisfaction without your visit to 
our own campus. As we mentioned to you the day you left, your work with our 
own students, your meeting with our department chairman, and your consultation 
with the two of us has produced results which will have a tremendous impact on 
the class piano program at Furman University not only next years, but on a long-
range basis as well. (R. Morgan and D. Parkinson, personal communication, May 
26, 1976) 
 
As another example of his devotion, the 1982 Summer Festival Piano Pedagogy 
Workshop in Indiana was designed to meet the interest and needs of independent studio 
teachers, college teachers involved in areas of secondary class piano and piano pedagogy, 
and college students interested in exploring teaching skills. This event was sponsored by 
the Indiana Group Piano Teachers and Indiana Piano Teachers Association. He taught 
two groups of children and a group of adults showing how to incorporate theory, 
harmony and improvisation into a piano lesson.25  
In the same year, he visited Georgia State University for a piano pedagogy 
workshop. The Department of Music at GSU announced a summer piano pedagogy 
workshop with the coordinator of the piano pedagogy program, Dr. Anna Haun (later 
became Anna Hayward) and two more clinicians, Tony Caramia and Dr. James Lyke 
                                                
25 Invitation from Indiana Music Teachers Association, Indiana Piano Teachers Association (no date) 
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from June 13-16, 1983. The three instructors each provided fourteen 75-minute intensive 
lectures on various topics. Caramia and Lyke provided a lecture recital of duet literature, 
jazz, and ragtime literature. The program was dynamically performed to provide good 
input to teachers and detailed information through the workshop format. A list of topics, 
dates, and places is included in Appendix E. 
Lyke often combined workshops with master classes, which demonstrates how he 
applied workshop topics to actual teaching settings. The numerous examples of his 
master classes with workshops in various states and countries often have unique 
approaches of so-called teaching “outside the box,” which include explanations from 
multiple angles of interpretation to help students understand the underlying musical 
context beyond the score. Ron Chioldi, a former student and current publishing colleague 
recalled his experience of observing a Lyke master class: 
I once observed Jim teach a master class to pre-teen piano students. With laser-
like accuracy and without hesitation he focused right away on each student’s 
strength and weaknesses, urging the students to do more with their strengths while 
creatively coaxing them to understand their weaknesses.... He responded like the 
great mentor he is and has been over the last forty years, “the greatest thing you 
can give a student is encouragement.” (Chioldi, 2009) 
 
In the master class, while he helped develop teachers’ insights into each piece from 
various perspectives and effective teaching, he also encouraged each student to feel 
comfortable about performing. The manner of responding to students’ questions often 
exhibited positive ways to encourage students.  
The success of Lyke’s many workshops was often substantiated by a follow-up 
letter to the Director of the UIUC School of Music expressing gratitude for Lyke’s 
presentation: 
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Outstanding sessions on musicianship and improvisation for group piano, 
dedication, and successful achievement in group piano are observed and 
appreciated and our keyboard committee for Texas Music Educators Association 
profited from our contact with him. (B. Rager, personal communication, February 
24, 1996) 
 
Lyke expressed in official documents on his professional interest and goals that he 
himself worked tirelessly to become an expert in the field of great American songwriters 
from the 1910s through the 1950s outside the field of piano pedagogy. The workshops on 
the Golden Age of American Popular Song and the Big Band Era examined major 
American composers and lyricists through their songs, theater works, and film musicals 
from the 1920s to the 1950s. It consisted of works by Jerome Kern, Irving Berlin, George 
Gershwin, Cole Porter, Leonard Bernstein, and others. Their works often combined with 
big bands and the leaders, singers, and instrumentalists. The workshops often included 
performances by the American Music Trio.  
His last off-campus workshop in 1999 at the Ohio State University inspired 
participants and brought new discoveries to the audiences with the composers above and 
ensemble music of Robert Vandall, one of Lyke’s students who is an active teacher and 
composer in Ohio (K. Williams, personal communication, October 27, 1999). Finally, in 
the summer of 2000, James Lyke was invited to conduct his final international workshop, 
a one-week Piano Pedagogy course at the 4th Musik Zentral, an International Piano 
Festival in Bad Aussee, Austria. 
 
James Lyke as a Performer 
James Lyke offered his versatile talents in hundreds of concerts such as benefit 
concerts, lecture recitals, and faculty recital formats. There are two distinctive 
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performance paths James Lyke took as a performer during his career years: piano duo 
recitals with his colleagues and engagement with the American Music Trio. 
In four-hand performances, Lyke collaborated with his colleagues. He not only 
created interesting programs with classical repertoire from all style periods, but he also 
included his own arrangements of popular American songs. The programs are exemplary 
showcases as they contain not only essential selections that piano teachers and piano 
pedagogy students could call “must teach” repertoire, but also featured unknown or lesser 
known unique pieces that teachers could use with their students. 
The concert programs of duo piano music or piano duets consisted of original 
composition some of which were based on his arrangements. The selections from the 
repertoire exhibit great musical variety representing all keyboard style periods. Lyke 
intended to create the programs not only to make interesting concerts but also to serve as 
a model of teaching materials for student pianists (Springfield Paper, date unknown).  
A selected list of traditional duet/duo piano concert pieces that James Lyke 
performed throughout his career is as follows (excludes American Song Arrangements). 
Much of this repertoire was performed with Tony Caramia, Reid Alexander, Nancy 
Hartman, and Gail Berenson during his years at UIUC: 
1.  J. S. Bach Concerto in C major, BWV 1061 
2. J. S. Bach Concerto in C minor, BWV 1062 
3.  Johann Sebastian Bach Jesu, Joy of Man’s Desiring (from Cantata BWV 147)  
4. Johann Christian Bach Sonata in F major, op. 18, no. 6 
5. Wolfgang Amadeus Mozart Sonata in D Major, K. 831 
6. Wolfgang Amadeus Mozart Andante and Variations in G, K. 501  
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7. Wolfgang Amadeus Mozart Sonata in C major, K. 521 
8.  Muzio Clementi Sonata in B-flat Major, op. 12 
9. Franz Schubert Four Ländler, D. 814 
10. Felix Mendelssohn Allegro Brillante, op. 92  
11. Robert Schumann Andante and Variations, op. 46  
12. Franz Liszt Grande Valse Caprice, S. 214  
13. Franz Liszt Mephisto Waltz no. 2, S. 515  
14. Franz Liszt Weihnachtsbaum (Christmas Tree), S. 186 
15. Johannes Brahms Sixteen Waltzes, op. 39  
16. Johannes Brahms Hungarian Dances, op. 16, no. 3 and 5 
17. Edvard Grieg Norwegian Dances, op. 35  
18. Claude Debussy Petite Suite  
19. Claude Debussy Symphony in B minor 
20. Maurice Ravel Ma Mere l’Oye (Mother Goose Suite)  
21. Maurice Ravel Suites Auricularies (Habañera and Entre Cloches) 
22. Darius Milhaud Suite Française 
23. Darius Milhaud Scaramouche, Suite for Two Pianos, op. 165b 
24. Gabriel Fauré Dolly Suite, op. 56  
25. Francis Poulenc Concerto in D minor for Two Pianos and Orchestra 
26. Serge Rachmaninoff Waltz, Six Pieces, op. 11 
27. Serge Rachmaninoff Italian Polka 
28. Samuel Barber Souvenirs, Ballet Suite, op. 14 (piano duet version).  
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29. George Bizet Jeux d’ Enfants (Children’s Games)26 
30. Aaron Copland Danza de Jalisco 
31. Soulima Stravinsky Music Alphabet 
32. George Gershwin Cuban Overture  
33. George Gershwin Fantasy on Porgy and Bess arranged by Percy Grainger. 
34. George Gershwin Selection of Favorites for Orchestra (arranged by Gregory  
Stone): Strike up the Band, Bidin’ my Time, Embraceable You, I Got Rhythm, 
Liza, ‘S Wonderful, Wintergreen for President, Of Thee I Sing 
35. George Gershwin Three Preludes Transcribed for Two Pianos and Orchestra (by  
Gregory Stone) 
36. Marcel Quinet Five Miniatures (Cinq miniatures) 
 
37. John Corigliano Promenade Overture 
 
38. Richard Rodney Bennett Four Pieces Suite (Divertimento for Two Pianos) 
 
39. Vincent Persichetti Appalachian Christmas Carols 
 
40. Norman Dello Joio Aria and Toccata  
 
41. Norman Dello Joio Christmas Music (transcribed for piano-four hands and set for  
 
 SATB voices by the composer) 
 
42. Robert Starer The Fringes of a Ball (Waltz Variations on a Theme by William  
 
Schumann) 
 
43. Mario Braggiotti Variations on Yankee Doodle 
 
44. Ingolf Dahl Quodlibet on American Folk Tunes  
 
                                                
26News from Office of Public Information, University of Illinois at Urbana-Champaign. Sep. 18. 1978 that 
depicts children’s playing in each section, such as swing, see-sawing, spinning a top, a hobby-horse, and 
blowing bubbles. 
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There are numerous reviews of Lyke’s performances. The title of his recital was: 
“Music on the Lighter Side” (1990, CU Symphony; with Caramia--they started playing 
together in 1976). The review of this concert was quite interesting in that “Lyke brought 
out the most entertaining qualities of this [Bennett’s Divertimento] otherwise 
unmemorable work. ” (Warren, 1988)  “The balance between the two pianos and voice is 
superb.…instead of using the old right hand ostinato, I love the feel and the tempo, plus 
the inclusion of that never-heard bridge section. What a happy arrangement; it really 
swings!” (Stein, 1990)  
Rich Warren from the Champaign-Urbana News Gazette reviewed the American 
Music Trio: “Dazzling fingers…their coordination was superb…This rollicking rendition 
left the nearly full house in great spirits when the concert ended” (1988). Jean Vitale 
wrote in the Illinois Federation of Music Clubs letter that their program “A tribute to 
Irving Berlin” was professional, educational, entertaining, and drew a standing ovation 
from the audience.”27 Michael Rothe, the host of the Jazz Corner of FM radio mentioned 
that “the American Music Trio brings new luster and a warm glow to a treasure of classic 
American song. An era of grace, style, and elegance comes to life in their settings.”28 
These pieces are often arranged in piano duet repertoire in the first half and in two 
piano medium for the second half. However, he also frequently included his own 
arrangements of popular American song arrangements to exhibit his passion for the 
genre. 
He often brought his colleagues to collaborate with him. Frequent duet mates of 
Lyke were colleagues such as Gail Berenson, Nancy Hartman, Ron Elliston, Michael 
                                                
27 Illinois Federation of Music clubs Springfield, IL, October 29, 1988.  
28 May 4, 1989 Urbana, IL. 
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Haberkorn, Tony Caramia, Reid Alexander, Kenneth Drake, and Geoffrey Haydon. 
Examples of concert titles were “Duets by Romantic Composers,” “Two-Grand: A 
Program of Music for Two Pianos,” “Christmas Music for Piano, Four hands” and 
“Bicentennial Concert of American Music.”  
There are a number of letters expressing that performances by Lyke and Caramia 
were a big hit and impressive and wishing them to return. According to Joan Keen’s 
reports on his concert for celebrating 30 years of Bright Starts, the Champaign Urbana 
Symphony mentioned that “the musical talents of Tony Caramia and James Lyke 
combine as naturally as bread and butter, thunder and lightning, Hollywood and Vine. 
The perfect duo for a symphonic pops concerts.” There are a number of letters sent to 
Lyke after his duet or trio performances expressing how the audience in their area 
applauded. For instance, Wataga, Illinois recorded that Lyke’s performance was a big hit 
as the crowd has not heard American heritage of the greatest composers. For more than 
65 years, they never heard such music on a Sunday afternoon concert.29 They highly 
valued the almost forgotten Gershwin piece, “Short Story,” which Lyke discovered, 
revived and liberated all the vigor and color of Gershwin and nicely articulated his other 
compositions.  
Lyke’s audience regularly attended performances in Krannert Center for the 
Performing Arts on the UIUC campus, but also were spread throughout Illinois and 
neighboring states such as Michigan, Indiana and Ohio. Additionally, Lyke often offered 
Piano Duo recitals in a lecture-recital format along with master class. He introduced 
lesser known compositions which demonstrate attractive sounds, such as Soulima 
                                                
29 Martin Litvin from Wataga, IL wrote in the CU News-Gazette (no date) that estimated 700 tickets were 
sold.  
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Stravinsky’s Music Alphabet 30. He regularly appeared in faculty recitals in ISYM camps, 
two piano concerts in numerous university halls, and sometimes joint recitals, where he 
accompanied vocalists or other instrumentalists.  
In addition to the performances described above, Lyke formed the American 
Music Trio, which was a very important part of his performance life. This trio made its 
premiere on Irving Berlin’s 100th birthday in 1988. Lyke thought that he could make this 
celebration special by using a repertoire many cabaret formats in New York, where two 
pianists and a singer perform together. The members consisted of Lyke, singer Tom 
Birkner, who was at that time the head of the University of Illinois jazz program, and 
Don Heitler, a phenomenal jazz pianist who performed with George Shearing. Lyke 
expressed the enthusiastic responses of his audiences in the interview with Chioldi:  
The audience’s response was tremendous. We then embarked on a series of 
concerts that included all-Gershwin, all Kern, all-Richard Rodgers, etc., and we 
never played for audiences of less than a thousand. (Chioldi, 2009) 
 
The local newspaper announced the last American Music Trio concert in 
Champaign-Urbana area when Lyke began his new position at GSU and Professor Birkner 
started a new teaching position at Belleville High School as instrumental music director.31 
Certainly, the community was blessed as they were able to enjoy at least two concerts per 
year for a six-year period. The news article mentions that the concerts were unique as they 
included exclusively American composers and always attracted audiences with the joy of 
wonderful compositions by some of America’s favorite songwriters. 
                                                
30 Soulima Stravinsky, the son of Igor Stravinsky, was a piano faculty member at the UIUC School of 
Music. The Music Alphabet includes one movement for each letter of the alphabet, from Arietta to 
Zarzuela. 
 31 This news article was featured in The Champaign-Urbana News-Gazette on Sunday, June 26, B-2, 1993 
in the People’s Forum section entitled, ‘See the last concert of this talented trio.’ written by Daniel Perrino.  
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CHAPTER 6 
CONTRIBUTIONS THROUGH PUBLICATIONS 
 
Introduction 
As a prolific author, James Lyke has written multiple publications in the four 
categories of piano pedagogy texts, group piano classroom texts, ensemble arrangements 
and selected articles in professional, refereed keyboard journals. These publications 
reflect the philosophy of Lyke as they contain expressions of his creativity that can 
inspire teachers yearning to become successful music teachers.  
In the researcher’s personal interviews with James Lyke, he expressed his passion 
for arranging music since the beginning of his career, and his publications were a natural 
outgrowth of his teaching interests and accomplishments throughout his life. (J. Lyke, 
personal communication July 24, 2010) 
Starting with arranging simple songs for the college class piano student, his 
passion for piano arranging grew into bigger compositions, such as works for two pianos, 
four hands. He also created solo pieces for young children encouraged by his friend, Lee 
Evans. The first elementary solo piano album Lyke published is called Pattern Studies 
(2006), and additional solo albums of Irving Berlin’s32 song arrangements. 
 One of the interesting facts about Lyke’s publications is his practice of inviting 
professional peers and experts to be either co-authors or contributors. As one of the 
                                                
32 Irving Berlin (1888-1989) is an American popular music composer. He became famous with the song, 
Alexander’s Ragtime Band which sold over a million copies. He founded his own publishing company and 
later built (with his partner Sam Harris) the Music Box Theatre on Broadway. In this theatre, which still 
presents shows today, he produced many revues featuring his own songs. Berlin also composed many songs 
for Hollywood musicals featuring the great dancer Fred Astaire. Berlin’s most famous Broadway musical 
was Annie Get Your Gun. Other Berlin songs include God Bless America, White Christmas, and Blue Skies.  
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survey respondents expressed, “As a colleague, Dr. Lyke is noncompetitive. When he 
really did not need to, he shared his success as an author by inviting others to be co-
authors of his books. He has helped many in their careers this way (Survey response). ” 
  Lyke’s attention to careful organization and to content that is sequentially 
interrelated and integrated is part of a philosophy, which is especially seen in his college 
texts. Among the publications Lyke created, this chapter focuses on the group piano 
college texts, Keyboard Musicianship and Keyboard Fundamentals, the core piano 
pedagogy text book (Creative Piano Teaching), piano ensemble and song arrangements 
(Ensemble Music for Group Piano and We Love a Piano), and selected articles featured 
in professional keyboard journals such as American Music Teacher, Clavier, Keyboard 
(Clavier) Companion and Piano Quarterly.  
 
Keyboard Musicianship, Book One and Book Two 
The Keyboard Musicianship two-volume series can be seen as the single most 
prominent college group piano text in the history of American college group piano 
teaching. Long established as one of the most widely used and adopted college texts in 
the entire discipline of group piano teaching, the first edition was published in 1969 by 
Stipes Publishing Company and has evolved through nine editions with current co-
authors, Tony Caramia, Reid Alexander, Geoffrey Haydon. The most recent co-author, 
Ronald Chioldi, joined the author team for the 2009, 9th edition.  
Keyboard Musicianship was originally designed for non-keyboard music majors 
such as undergraduate students majoring in music education, instrumental and vocal 
performance, musicology, music business, and music therapy. Each book has eight 
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chapters and the first four chapters can be mastered in the first semester while the second 
half of the book, chapters V-VIII, can be taught in the second semester of an academic 
year. Using this sequence, students complete book one during their freshman year of 
study and book two in the second year (sophomore) of study. A useful chart indicating 
efficient scale and arpeggio fingerings for all keys, and holiday music in the Appendixes, 
make these two texts even more convenient and outstanding compared to other texts, 
which require purchase of separate books for those items.  
Reminiscing about his early years of group piano teaching, Lyke notes that at the 
outset of his teaching career he had to use entirely separate books for covering topics 
such as community songs, solo repertoire, technique, and four-part chorales in his group 
piano classes. He immediately felt the necessity to combine these topics together into one 
volume, and the first edition of Keyboard Musicianship was published in 1969. It was 
one of the first college group piano textbooks although others in the field later published 
competing texts. Nevertheless, Lyke proudly declares that “Keyboard Musicianship held 
its own amidst a lot of competition.” (J. Lyke, personal communication, July 24, 2010) 
Updated editions appeared in 1974, 1979, 1983, 1988, 1993 1998, and 2003, with the 
current 9th edition being published in 2009. While several group piano texts have been 
published and subsequently gone out of print, the Keyboard Musicianship series, after 40 
years, still is widely use throughout North America at colleges and universities, which 
underscores that it has valuable elements that are incomparable. It also has been used 
abroad in Australia and Korea. As one of the survey participants mentioned, “His book 
users acclaimed his group piano text books as it serves as the benchmark for all later 
methods on group teaching.” 
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 The various areas of useful keyboard fundamentals are included in each chapter, 
which cover the entire spectrum of elementary and intermediate keyboard learning. For 
instance, after new concepts are introduced at the beginning of each chapter, they are 
reinforced throughout with subsequent activities in the areas of solo and ensemble 
compositions, sight-reading, improvising, harmonization and accompanying, and 
transposition. The content is so well organized that it allows students to perceive the main 
ideas in each chapter and to integrate the skills from experiencing sequentially organized 
activities in a logical manner. For example, in volume 1, when primary chords (I, IV, V7) 
are introduced through chord progressions in chapter five, the same harmonies appear in 
the solo repertoire selected for the chapter. 
 
Keyboard Musicianship, 8th edition, Chapter 5, p. 165.  Used by permission of © Stipes 
Publishing. 
 
 
Keyboard Musicianship, 8th edition, Chapter 5, p. 165.  Used by permission of © Stipes 
Publishing. 
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Keyboard Musicianship, 8th edition, Chapter 5, p. 165.  Used by permission of  
© Stipes Publishing. 
 
 
 
 
Keyboard Musicianship, 8th edition, Chapter 5, p. 166.  Used by permission of  
© Stipes Publishing. 
 
 
 
Till The Clouds Roll By. Composed by Jerome Kern, arranged by James Lyke. Keyboard 
Musicianship, 8th edition, Chapter 5, p. 190, mm. 1-8.  Used by permission of © Stipes 
Publishing. 
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At the end of each chapter, several quiz items are suggested so that teachers can 
use them for student evaluation. These chapter tests serve to unify curricular testing goals 
when different staff members teach many sections of the same course. Students enrolled 
in different sections of the same course can thereby be tested over the same material in 
the same manner.  
Keyboard Musicianship unfolds the teaching philosophy that Lyke has sought 
throughout his life, which is to develop a "well-rounded keyboard musician." A compact 
disc (CD) also is included to facilitate students’ practicing as well as classroom activities. 
The sound recording contains a model performance of music examples as well as all the 
secondo or primo teacher parts to the ensemble compositions.  Each CD performance is 
introduced with an introductory pulse so that students can easily discern the tempo.   
Other strengths that distinguish Keyboard Musicianship as an outstanding series 
are the substantial number of examples for harmonizing folk songs as well as the many 
lead sheet, solo, and ensemble examples. These abundant examples are incredibly useful 
to teachers for providing interesting music for college students to use in their future 
careers.  College music majors enjoy learning with more “adult” sounds rather than using 
juvenile pieces from elementary piano method books that were published with children as 
the target population. Lyke clearly notes that he never felt the need to investigate other 
group piano texts, as they would not impact what he had experienced through many years 
of teaching a topic for which he had a passion (J. Lyke, personal communication, July 24, 
2010).  
One of the specialties that Keyboard Musicianship offers is the introduction of 
music by American songwriters such as Jerome Kern, Irving Berlin, Cole Porter, George 
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Gershwin, and Richard Rodgers. Lyke’s early intermediate arrangements of many 
favorite titles occur in each chapter in either a solo or duet format. MIDI files are 
available for the students to practice with outside of class. As Lyke is one of the first 
authors to include jazz elements in the college group piano curriculum, these examples 
support his goal to expose current students to the beautiful melodies, harmonies and 
rhythms of American popular music from earlier generations.  
An excellent selection of classical solo and duet repertoire also characterizes the 
distinctiveness of Keyboard Musicianship. Repertoire featured in various difficulty levels 
and from contrasting style periods enables students to grasp concepts they learned in 
class, to understand original piano repertoire composed by great composers and 
successfully perform solo and ensemble music in class piano recitals. In most chapters, 
eight solos are presented in the Repertoire section, two solos from each style period.  
With four chapters covered during a semester, each student plays and hears original 
keyboard music from each style period. This ensures in the group piano setting that 
students study a comparable amount of solo music as they would study in a semester of 
private lessons. This comprehensive approach to studying elementary and intermediate 
level repertoire appeals to both teachers and students alike. Lyke always has maintained 
that group piano classes should include all the benefits of private piano study (solo piano 
repertoire and technique) simultaneously with the focus on the keyboard fundamentals 
needed when teaching in the public school classroom, accompanying in a voice studio or 
rehearsing with a choir. 
In addition to the distinctive usefulness of these books discussed above, four more 
invaluable advantages of these books were discovered by the researcher’s own 
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experience of teaching several years of group piano classes by using and comparing 
different materials: 1) Lyke appropriately covered the essentials of theory in order to help 
students gain skills through clear direction. He knows exactly what criteria of music 
theory classes apply to the first and second year music major students, and he never 
wastes pages in providing vague explanations or excessive parts but provides effective 
examples for piano playing. The guidelines are concise enough to apply to the items that 
they are learning in the piano class; 2) Lyke shows ideal balance of content, such as 
including both essential classical pieces and unforgettable popular songs of the related 
level and theme of the chapter; 3) harmonization examples comprising melodies from 
various countries that are rarely seen in other editions also are appealing; and 4) the page 
layout highlights the outstanding features of the book. 
The major changes in each new edition of the Keyboard Musicianship volumes 
are a result of the intensive efforts that Lyke and his internationally known co-authors put 
into refining the content and sequencing of topics every five years or so. At the beginning 
of each chapter, several related topics are identified and then logically covered through a 
wide variety of activities. For instance, progressively difficult instrumental and choral 
score reading examples were, for the first time, included in the 9th edition of book two as 
part of the sight-reading section for each chapter. Additionally, when the various types of 
seventh chords, including their formation, are introduced in volume two, students see and 
experience the chords in solo literature and the various chapter sub-sections on sight-
reading, harmonizing, technique, and ensemble and accompanying examples. The 
evaluation of progress on understanding seventh chords is then reinforced through 
writing drills and the suggested quiz topics at the end of the chapter. Lyke states: 
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That is what I have tried to do--make each edition better and better, more 
narrowly focused on that so that when students can drill this seventh concept in 
various areas in every angle that you can possibly approach and experience them 
in many different ways. Thus, by the time they finish the chapter; it is really in 
their head and in their hands. (J. Lyke, personal communication, July 24, 2010) 
 
Overall, as Lyke suggests in the Preface, teachers should use the Keyboard 
Musicianship books not in a page-by-page approach but in a more constructive and 
creative way so the class atmosphere can be maintained with more interest and full of 
encouragement. He also believes that the instructor’s effective instruction “enables 
students to reach their full potential at the keyboard.” (J. Lyke, personal communication, 
July 24, 2010) 
 
Keyboard Fundamentals, Book One and Book Two 
While the Keyboard Musicianship series is intended for non-keyboard music 
major students, the Keyboard Fundamentals two-volume series was written to inspire 
beginning pianists who are not music majors including adults in continuing education and 
community college leisure piano classes. Lyke and his co-authors, Denise Edwards, 
Geoffrey Haydon and Ronald Chioldi completely understand the typical characteristics of 
beginning adult pianists and how they differ from children in their learning needs. Thus, 
as defined in the Preface, Keyboard Fundamentals is “intended for the adult beginners 
whose goal as a hobby pianist differs from those of the serious music student” (Lyke et 
al., 2009).  
In addition to covering several areas of keyboard learning, the organization of 
chapters is similar to that of Keyboard Musicianship. At the beginning of each chapter, 
topics for study are introduced and then various keyboard-learning activities are 
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sequentially arranged throughout the chapter to reinforce the learning process. Since this 
book is for piano learners who are not music majors, it is not surprising to see the 
emphasis on many drills for elementary music reading and notation and understanding 
basic theory essentials. Some of the pieces and examples are similar to that of Keyboard 
Musicianship, but the overall pace is much easier and slower and quite user friendly for 
amateurs studying piano. Inserting sufficient harmonization examples utilizing folk tunes 
or familiar songs proves this book is distinctive from other group piano books which 
contain less useful examples utilizing themes from classical instrumental music for their 
harmonization study. With easier, shorter musical examples and handy recording 
materials included, amateur pianists can experience fundamental musical elements, feel 
like a real musician by playing wonderful pieces and familiar melodies, and also fulfill 
their goals in life by making music a part of their daily activities.  
All the editions (1986, 1991, 1996, 2001 and 2006) of Keyboard Fundamentals 
have been published in one volume with exception of the current fifth edition which was 
published in two smaller volumes (volume I, fall semester; volume II spring semester). 
Some sequencing problems occurred in the fourth edition such as the holiday music being 
placed only in volume II.  As students normally enroll in a second semester of piano in 
the spring semester, the holiday music should have been placed in volume I (or both 
volumes).  This and other considerations led to the decision to publish the forthcoming 
sixth edition of Keyboard Fundamentals (scheduled for release in 2012) in one volume. 
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Creative Piano Teaching 
Similar to the reason for launching Keyboard Musicianship in 1969, Lyke recalls 
that there was not a real pedagogy textbook that contained all the necessary topics for two 
core survey courses in piano pedagogy and to train young teachers to teach at various 
levels. Lyke values Creative Piano Teaching as one of the pioneer editions of a 
comprehensive pedagogy textbook that contains virtually every possible topic for 
teaching students at varying levels of advancement. With exception of the first edition of 
James Bastien’s How to Teach Piano Successfully (1973), there was a real void of piano 
pedagogy texts in the 1970s. The first edition of Creative Piano Teaching (1977) was a 
manifestation of budding flowers in the field of piano pedagogy. Not only students who 
aspire to be piano teachers but also established piano teachers have been able to discover 
effective piano teaching methods and useful resources from the Creative Piano Teaching. 
The periodical from England, Music Teacher, featured a review of the second edition of 
Creative Piano Teaching:  
Throughout the book there are useful lists of repertoire and method books. The 
recurring theme is unification of repertoire and technical training with 
musicianship skills and a real musical understanding….Readers will be pleased to 
know there is now a British agency, so the book should be much more readily 
available to UK teachers. I applauded the first book and I applauded the second, 
even more so. It is a book which should be on every student/teacher’s 
bookshelves as a veritable mine of advice and information. (John Towse, 1987) 
  
Revised editions of Creative Piano Teaching were published in 1987, 1996, and 
2011. The multiple topics in Creative Piano Teaching cover the most frequent and 
essential teaching issues in piano teaching and collectively form an encyclopedia on 
piano teaching. Teachers and critics have acclaimed the four editions of this book, dating 
from 1977. For instance, Robert Dumm noted that Creative Piano Teaching is messages 
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of  “Therapeutic reflection”, and also “a staple anthology for college training in piano 
pedagogy and makes fascinating reading (1997).” Additionally, one of the survey 
respondents viewed the Creative Piano Teaching as a “golden notebook” for all 
beginning and veteran teachers alike. American Music Teacher acclaimed the 3rd edition 
as follows: 
As in the previous two editions, the book is successful in its attempt to unify 
repertoire and technical training with musicianship skills and musical 
understanding in order to produce well-rounded musicians who enjoy music both 
as performers and listeners. Creative Piano Teaching is a welcome addition to 
any piano teacher’s library. It also is a good choice as a supplementary text in a 
college pedagogy class, the price makes it a valuable resource for creative piano 
teachers who want to be reenergized, refreshed, inspired and invigorated. (Caluda, 
1997) 
 
The third edition (1996) of Creative Piano Teaching eventually led to Lyke being 
honored with the Frances Clark Keyboard Pedagogy Award from the MTNA in 2003. 
MTNA defines this award as “to an individual who has made a significant contribution to 
the keyboard pedagogy field through the creation and development of new products and 
publications.” The amount of $3,000, established through the MTNA Foundation’s 
Frances Clark-Louise Goss Endowment Fund was given to James Lyke as a token of 
appreciation for a text which is valued and used in many college and university piano 
pedagogy courses. (American Music Teacher, 52:6, p. 57) 
The current fourth edition (released in March of 2011) was published after Lyke’s 
retirement and was revised in his residence in New York City. From the vantage point of 
retirement, the fourth edition shows a meaningful overview of Lyke’s philosophy on 
piano teaching after spending a lifetime in the field. Barbara Fast (2011), a piano faculty 
member at the University of Oklahoma reviewed the 4th edition in American Music 
Teacher as follows: 
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A close examination reveals detailed and thoughtful editing throughout. Many 
chapters have been repositioned, 19 chapters have been added while 13 have been 
eliminated. The 12 chapters by the returning coauthors, Lyke and Haydon, are 
significantly edited, updated and frequently include revised resources. Returning 
contributing authors also present significant additions. Among so many changes, 
teachers find favorite chapters by authors…retained in their entirety…Their 
discussion of current topics includes community music schools, jazz, pedaling, 
adult students, performance anxiety, technology and brain research, among others. 
The 48 chapters and 617 pages of the "new and expanded" Creative Piano 
Teaching encompass the broad overview of teaching the young pianist, the 
advancing pianist and the adult pianist. The added sections on research and 
historical perspectives, and specific topics such as teaching technique, fingering 
and memorizing allow the text to be an all-encompassing resource for piano 
pedagogy teachers and students. Independent teachers also find the text an 
invaluable resource for their teaching and performing. (Ingle, ed., 2011, p. 44) 
 
Not surprisingly, this new edition includes the contributions of new authors who 
actively are involved in the field of piano teaching. Thus, a comparison of the current 4th 
edition to the 3rd edition reveals interesting facts regarding trends in piano instruction. 
Obviously, organization and number of chapters have changed throughout the 
four editions of Creative Piano Teaching. While there are 41 chapters combined under of 
five large sections in the 3rd edition, the 4th edition heightened the depth of research with 
48 chapters categorized in seven parts. Meanwhile, the 3rd edition is organized in five 
major sections: “Elementary Piano Instruction,” “Intermediate Piano Instruction,” “Adult 
Piano Instruction,” “Technology and Piano Teaching,” and “The Piano Teacher as a 
Professional” whereas, the 4th edition uses seven categories. The titles of these seven 
categories are as follows:  
1. Part One, The Young Pianist is organized in 18 chapters with 11 subtitles: 
Beginnings, Musicianship Skills, Technical Development, Motivation, Practicing, 
Teaching Options, Piano Teacher as Entrepreneur, Introducing Jazz Style, 
Technology, Ensemble Music, and Holiday Music;  
 
2. Part Two, The Advancing Pianist, focuses on two sections entitled, Style Periods 
and Appropriate Repertoire and Approaches to Technique, Practicing, 
Memorizing, Pedaling, Fingering, and Recital Performing. 
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3.  Part Three covers Research and the Piano Teacher;  
4.  Part Four discusses The Adult Pianist;  
5. Part Five deals with Historical Perspectives;  
6. Part Six reinforces Organizations for Piano Teachers, and lastly;  
7. Part Seven concludes with The Instrument.    
The list of contributors, who are prominent teachers and leaders of the field, lends 
support to Lyke’s talents in collaborative authorship. Simultaneously seeking others’ 
expertise provides individuals with an excellent opportunity to collaborate with their peer 
professionals which eventually enables the quality of the book to transcend beyond what 
any single author would be capable of producing.  
Representative contributors that appear in the 3rd edition are Reid Alexander, Gail 
Berenson, Richard Chronister, Ann Collins, Kenneth Drake, Denise Edwards, Yvonne 
Enoch, Geoffrey Haydon, William Heiles, Ian Hobson, Sally Monsour, Walter 
Schenkman, and Christos Tsitsaros. Most of these names mentioned also contributed to 
the 2011 4th edition.  
Lyke invited new authors in the 4th edition to facilitate a wider range of topics 
comprehensively dealing with constructive ways to teach piano. Excluding the two co- 
authors, Geoffrey Haydon and Catherine Rollin, the new contributors in the 4th edition 
include Jo Ellen De Vilbiss, Lee Evans, Carole Flateau, Steven Hesla, Peter Jutras, Karen 
Koch, Karen Kreiger, George Litterst, Paul Sheftel, and Ruth Slenczynska among a total 
of 19 contributors. The essence of these authors’ teaching philosophies comes from their 
life-long teaching careers and is demonstrated concisely in each contribution.  
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Lyke contributed ten chapters in the 3rd edition and eight chapters in the 4th 
edition.  The common topics authored by Lyke between the two editions are 1) Preparing 
to Become a Piano Teacher; 2) Modes of Instruction: Private, Group or Both?; 3) 
Keyboard Theory for the Elementary Students; 4) Ensemble Repertoire for the 
intermediate Student: Duet, Duos, Concertos and Multiple Pianos; 5) Holiday Repertoire 
for the Elementary and Intermediate Student; and 6) The Music Major in the College 
Piano Class. The reading of each article would be tremendously valuable to any pianist 
wishing to grasp a wide scope of teaching strategies. 
One of the major changes between the 3rd and 4th edition occurred in the ensemble 
music chapters by Lyke. The two separate chapters on Ensemble Repertoire for the 
Intermediate Student and Duet, Duo Piano and Concerto Playing for the Elementary 
Student, which appeared in the 3rd edition, are combined in to one chapter in the 4th 
edition entitled, Ensemble Music for Elementary and Intermediate Students: Duets, Duos, 
Concertos and Multiple Pianos with an updated bibliography of the repertoire.  
Secondly, the chapter authored by Yvonne Enoch in the third edition, Piano 
Teacher Organizations is replaced in the fourth edition by two new chapters entitled, 
Benefits of Belonging-Priceless: Music Teachers National Association by Gail Berenson 
and The National Conference on Keyboard Pedagogy by Vanessa Cornett-Murtada. The 
original chapter from the 3rd edition helped teachers to realize the necessity of continuing 
education for their professionalism. Higher education has witnessed an increased number 
of student members in professional music organizations acknowledging the importance of 
involvement in such organizations for networking and continuing education. These two 
new chapters highlight this trend. 
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Thirdly, another chapter that Lyke co-authored with Enoch, Building a Home 
Library of Professional Materials in the 3rd edition is no longer available in the new 
edition.  In this chapter, Lyke articulates that quality, thoughtful journal articles and 
reviews of performance recordings can serve as useful resources. The list of an essential 
library of references and books for elementary and intermediate level teaching were 
recommended as well.  
Finally, Lyke introduces two chapters with new topics in the 4th edition. Technical 
Development for the Young Pianist, co-authored with Karen Krieger, comprehensively 
discusses elementary piano technique, such as posture, rotation of wrists and arms, and 
finger development. Another interesting chapter is Ruth Slenczynska Remembers Her 
Teachers with the insertion of a brief introduction by Lyke. He draws upon Ruth 
Slenczynska’s out of print book, Forbidden Childhood. This impressive chapter includes 
memories of Slenczynska’s opportunities to study with several legendary pianists in the 
20th century. Readers can obtain precious aesthetic views about great pianists regarding 
the production of pianistic sound and their unique philosophies.  
Among the 48 chapters in the fourth edition, the following is an overview of some 
of the articles by Lyke, which investigate his ideas on particular topics.  
 
Preparing to Become a Piano Teacher (Chapter 1)   
The suggestions Lyke provided in this chapter are perhaps the most crucial skills 
to acquire to become a successful piano teacher. In practical terms, pursuing a bachelor’s 
degree in piano pedagogy or performance with strong pedagogy training is encouraged. 
For established piano teachers, continuing education courses or local or national 
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workshops are suggested. Meanwhile, instead of providing general comments on learning 
principles as in the previous edition, the 4th edition clarifies the crucial qualifications of 
an effective piano teacher into twelve sections with subtitles. In each of the 12 categories, 
Lyke points out important aspects relevant not only to piano students but also to 
established piano teachers as well. An overview of the contents follows:  
1. Choosing a beginning piano method should include a comparison of different 
approaches of beginning piano teaching methods (p. 5);  
2. Establishing a learning climate is important for creating a more constructive 
learning atmosphere. This can be more effective especially when teachers are 
flexible through student-centered learning (p. 5);  
3. Planning lessons and designing assignment sheets with word processing programs 
are suggested. Responsible teachers are aware of students’ assignments from the 
previous week (p. 5); 
4.  Encourage home practice by keeping in touch with parents to oversee and check 
off their child’s practice routine (p. 5); 
5.  Musicianship training is strongly suggested to make more “integrated piano 
lessons which guide students to be well-rounded musicians” (Lyke et al, 2011, p. 
6); 
6.  The life-long development of sight-reading study is strongly recommended.  
Sight-reading within a group piano teaching context can be effective, as turn-
taking activities allow the sight-reading process to continue without pauses and 
foster competition among students. Sight-reading can also be effective in private 
lessons if teachers play along using an accompaniment or improvisation pattern 
while the student sight-reads (p. 6);  
7. For technical training, teachers should demonstrate the proper use of the body to 
avoid tension. Lyke suggests game playing approaches for more enjoyable 
technical training with children (p. 6); 
8. Regarding repertoire assignments, teachers should constantly look for repertoire 
where the sounds fascinate students, that are fairly easy to learn, and which 
teaches specific elements. Lyke suggests teachers motivate students by providing 
more opportunities for listening to repertoire in informal piano recitals at schools 
and churches so students can have more opportunities to hear music they might 
wish to learn (pp. 6-7); 
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9. In the paragraph entitled, “Teach, Don’t ‘Tell’,” Lyke quotes the great piano 
pedagogue, Frances Clark, “teachers ought to guide students into discovering how 
to solve a musical problem rather than rush to provide them answers” (Lyke et al., 
2011, p. 7); 
10. As Lyke devoted much of his career to implementing jazz instruction for the 
classical pianist, any piano teacher ought to take his advice seriously. An 
increasing amount of pedagogical material exhibits jazz elements that demand 
teachers be trained to handle jazz improvisation and jazz harmony (p. 7);  
11. The paragraph on “How to Give a Workshop” is an interesting section that piano 
pedagogy students may not have considered as a possibility in the near future. 
Lyke, the experienced pedagogue, advises the next generation of teachers to be 
aware of possible workshops and presentations to share their special skills, which 
would be especially effective with the aid of technology such as PowerPoint 
slides (p. 7); and, 
12. Lastly, Lyke recommends piano majors pursue branching out and diversifying 
musically. As he has demonstrated himself as a versatile musician throughout his 
career, Lyke recommends that future teachers be open to diversification including 
ensemble with other musicians, possessing training for organ performance as well 
as accompanying in various situations. This chapter contains eye-opening points 
that all student pianists should consider for their future career after graduation. (p. 
7) 
 
  
Selecting a Piano Series and Supplementary Music  (Chapter 6, 3rd edition) 33 
This chapter appears only in the 3rd edition but contains essential aspects when 
deciding on which elementary piano method to use with beginning pupils. In order to 
understand different learning approaches including middle C, multiple key, black key 
intervallic, or a combination of some or all three, Lyke suggests that teachers refer to 
expert authors’ evaluations. The comparison between American piano method books, 
                                                
33 This chapter is based on Lyke’s participation in the American Beginning Method Project, for the Piano 
Quarterly headed up by Marienne Uszler. From the Winter 1982 /1983 (issue number 120) to Winter 
1984/1985 (issue number 128), several piano pedagogy method books were evaluated by experts in the 
field of piano pedagogy. Lyke was invited to write a journal article evaluating the Music Tree, an 
elementary piano method as the Part 3 of this entire project. The discussion of this article begins on page 
146-147 of this dissertation. 
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which include psychological principles of learning and European methods that focus on 
mechanical technical training, makes this chapter an interesting read.  
In the burgeoning piano book markets, Lyke provides guidelines on selecting 
appropriate teaching materials which bring joy to the learning process. His guidelines for 
selecting elementary materials center on: 1) music reading; 2) piano technique; 3) 
musical understanding and musicianship; and 4) judging teaching pieces and collections 
as supplementary music. These considerations supported with examples of Lyke’s 
teaching know-how greatly guide the readers. Most importantly, he emphasizes that a 
teacher’s willingness to be selective in choosing the materials that best meet each 
student’s needs is a superior suggestion.  
 
Keyboard Theory for the Elementary Student (Chapter 6)  
Five important skills in the development of the young pianist serve as the focus 
for this chapter: 1) melodic harmonization; 2) familiarity with basic chord patterns; 3) 
playing by ear; 4) improvisation; and in the 4th edition; 5) transposing. This chapter 
emphasizes the value of applying keyboard theory, which college music courses provide, 
to piano instruction to increase the overall development of musicianship skills.   
In the section, “Chord patterns,” remarkably effective ways of introducing 
harmonization are covered. Starting from learning scales in tetrachord patterns, building 
chords with logical fingerings, playing chord inversions, harmonizing folk tunes with I 
and V (V7) chords as well as I, IV and V7 are listed. More advanced activities of 
transposing tunes and harmonizing in any key are outlined as possible topics for effective 
group piano sessions.  
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An improvisatory approach is especially recommended to enhance learning about 
simple forms, cadences, different historical styles or particular compositional elements, 
and the application of various accompaniment styles. Gradual procedures for the study of 
harmonization are derived from Lyke’s many years of actual experience. Teachers should 
understand that this cannot be done by merely turning the pages of a piano method books 
or text, but rather must be from a comprehensive understanding of the curriculum and the 
character of the class, which then can maximize the effectiveness of instruction. Lastly, 
several excellent supplementary piano series with accompanying theory books and theory 
exercises are listed in the bibliography, materials authored by James Bastien, Nancy 
Faber, Frances Clark, and Robert Pace.  
 
Technical Development for the Young Pianist (Chapter 8)  
This is a new chapter in the 4th edition co-authored with Karen Ann Krieger.34 
The inseparable importance between proper technique and producing the needed sound is 
examined. Illustrations and photos greatly facilitate teachers being able to see the position 
of the bench, sitting position, usage of the entire body mechanism encompassing 
shoulder, arms, wrists, hands and finger movements. The two authors discuss the issue of 
teaching both technique and repertoire in a balanced way. Krieger’s useful exercises are 
valuable to pursue and the reader can thereby understand how to allocate lesson time to 
focus on helping students’ technical development. As with other chapters, this chapter 
closes with an annotated bibliography of technique books to use with students at varying 
levels of advancement. 
                                                
34 Karen Krieger is Associate Professor of Music and Chairperson of the Keyboard Area at the Blair 
School of Music of Vanderbilt University in Nashville, TN. 
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Modes of Instruction: Private, Group or Both? (Chapter 11) 
A basic comparison between private lesson and group lessons is introduced. 
Regarding characteristics of private lessons, Benjamin Bloom’s reports on finding 
talented children and the parents’ role to develop their potential is introduced. Five 
learning stages in the growth of musically talented children are specified.  
Meanwhile, misconceptions about group piano lessons with children are 
discussed. Lyke explains that private teachers often misunderstand that the group lesson 
requires multiple pianos or teaching only in a digital piano laboratory. However, 
successful group instruction in a master class or studio format does not necessarily 
require having multiple pianos.  Essentials of successful group teaching and how to 
“work” with a group can be applied in workshop, master class, applied studio sessions, 
and secondary piano settings.  
Other essentials of group teaching including possessing the needed equipment, 
addressing problem areas in teaching, combining private and group approaches, and 
understanding the advantages of group instruction are addressed. Lyke believes that the 
teacher’s equal weighting of keyboard skills and performance motivates students to 
practice in effective ways. Group instruction is not just for teaching keyboard skills but 
can be a constructive atmosphere for developing critical listening with the teacher’s 
guidance and integrating learning activities to maintain students’ interest and attention.  
Interestingly, a new section subtitled, “Repertoire Class” is added in the 4th 
edition that suggests an excellent way to organize a repertoire class monthly as part of 
group instruction. Constructive questions on each student’s performance are advised in 
order to develop students’ critical listening skills. 
 
 
 129 
Lyke summarizes his success with group piano teaching by quoting a student’s 
parent who expressed, “that’s the way I wish I had been taught!” after they observed the 
effective group lesson atmosphere and the positive results. Such personal experiences 
confirm the advantages of group lessons and strongly motivate readers to adopt the group 
teaching approach in combination with traditional private, one on one teaching. 
 
Ensemble Music for Elementary and Intermediate Students: Duet, Duos, Concertos and  
Multiple Pianos (Chapter 17)  
The author’s knowledge about piano ensemble music, gleaned from life-long 
experiences performing piano duets, both four hands one piano and two pianos, is melded 
in this writing which contains informative and insightful commentary about the 
advantages of playing in an ensemble and teaching ensemble music. A number of 
benefits are covered including: an early introduction to four-hand playing, developing 
musicianship when listening carefully to a partner, playing with precise rhythmic 
ensemble, and experiencing the full resources of a single instrument including the full 
range of the keyboard with its various colors. 
This chapter includes an excellent list of recommendations for duet piano music, 
which include collections and sheets for various stages of elementary and intermediate 
instruction. With proper instruments, two piano repertoire, including concerti, can add 
sheer beauty of pianistic sound that creates an enjoyable performance. Particular 
advantages of playing music for two pianos are defined as: 1) increased interest and 
enjoying a musical partnership; 2) ensemble training of a different nature; 3) becoming 
acquainted with a new body of literature; 4) enhanced sight-reading opportunities; and 5) 
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rhythmic development through repertoire for two pianos. Most of all, Lyke points out the 
fact that students can develop advanced listening skills through the extraordinary 
development of the ear as duo piano repertoire expands the range of pianistic sonorities 
and amplified pedal effects. The concluding list of recommended duo piano music for 
various stages of instruction provides another invaluable resource. The special discussion 
on “Student Concerts” and the suggested list and brief annotated descriptions of 
concertos at the elementary and lower intermediate levels are particularly beneficial.  
 
Holiday Repertoire for the Elementary Student (Chapter 18)  
The revised chapter on holiday repertoire in the 4th edition offers a comprehensive 
discussion about holiday music for both solo and duet teaching including collections and 
sheet music at the elementary and intermediate levels respectively. The entire 
bibliography Lyke lists demonstrates an oasis in a desert for any teacher who might have 
encountered difficulty in this winter hiatus time of the year, that is the lessons between 
Thanksgiving and Christmas.  
Lyke advises teachers to use holiday music wisely as repertoire for sight-reading 
material, mini-recitals prior to the holiday break, playing ensemble arrangements, as well 
as using the shelved holiday music from a previous year to gauge the student’s progress a 
year later. The chapter’s bibliography includes pertinent information on titles, composers, 
and publishers, comprehensively covering literature from Liszt’s advanced Christmas 
Tree, S. 186 (Weihnachtsbaum) to recent, easier arrangements by popular pedagogical 
composers. 
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The Music Major in the College Piano Class (Chapter 42) 
Updated from the chapter titled “The Adult in a College Piano Lab” in the 3rd 
edition, this chapter provides an additional section on guiding teaching assistants while 
containing Lyke’s informative know-how from one of the top experts in the history of 
group piano teaching. 
Lyke defines the aim of group piano study as assisting “non-piano majors in 
achieving at least a respectable intermediate level of proficiency.” (Lyke, 2011, p. 543) 
The whole article leads readers into the “museum” of group piano where they could be 
enticed into the joys of teaching group piano. Lyke invites the readers to each room of 
different exhibitions so they can consider key issues for teaching group piano classes. 
The topics include: 1) A Brief History of College Group Piano; 2) The College Adult 
beginner; 3) The Piano Lab; 4) The Typical Two-Year program; 5) Objectives of Group 
Piano Study; 6) Proficiency Exams; 7) Class Size and Scheduling; 8) Teaching in the 
Piano Lab; 9) Teaching Assistants; and expands its scope to 10) Advanced Piano Classes.  
Among numerous ideas to grasp, discussion on teaching in a digital piano 
laboratory demonstrates common phenomena that occur among college group piano 
students. His therapeutic suggestions convey the following tips: 1) use various modes 
including lecture, small group or individual to maintain an active class atmosphere using 
either headset or speaker; 2) adopt a step-by-step approach when new concepts are 
introduced as well as interrelating activities to enhance understanding; 3) take advantage 
of technology, such as experiencing a variety of instrumental sounds in the digital lab to 
increase effectiveness of teaching; 4) incorporate reasonably paced assignments and tests 
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to motivate non-music majors to use the keyboard; and 5) teaching effective sight-reading 
habits will benefit all students for their entire career.  
 
Ensemble Arrangements 
As noted earlier, a desire to compile and compose ensemble arrangements was 
instilled in Lyke’s mind from the very early stages of his career. Ensemble Music for 
Group Piano, Books 1 and II are superb collections of standard duet repertoire for the 
intermediate level by various composers from contrasting style periods. Mastering these 
short compositions gives less advanced students a sense of accomplishment. The Preface 
defines that this ensemble book was originally intended for secondary piano (group) 
programs at the college level, but the pieces also sound very appealing and can be used 
with late elementary and middle school piano students. As solo pianism can be a lonely 
business, pre-collegiate pupils experience the joy of working with their peers.  
The first edition of Ensemble Music for Group Piano was one of the pioneer 
editions of ensemble repertoire collections. Thirty-one carefully chosen pieces and nine 
new pieces are in the second edition published in 1971. 35 The selections of various styles 
from different periods include both original compositions and refined folk song 
arrangements which are familiar to the students’ ears.  
                                                
35 The repertoire in the 1971 edition includes: Minuet in G Major (J. S. Bach, arr. Rita Hutcherson for two 
pianos), Sarabanda from Concerto Grosso, op. 6 no. 1 (Antonio Corelli, arr. Joan Last), Minuet in G from 
the Notebook for Anna Magdalena (J. S. Bach, arr. Markham Lee), Andantino, op. 163, no. 1 (Anton 
Diabelli), Rondo op. 163, no. 1 (Anton Diabelli), Minuet in C major (Joseph Haydn), German Dance in E 
flat major (Ludwig van Beethoven), The Storm (D. G. Turk), Andante from Maestro e Scolare (Joseph 
Haydn), Rondo, op. 67, no. 1 (Jan L. Dussek), Allegro Molto from Sonata in D major, op. 6 ( Ludwig van 
Beethoven), German Dance with two Trios (Franz Schubert), Russian Folk Songs (Peter Tchaikovsky), 
Little Husband, Little Wife, op. 22 (Georges Bizet), Pavane de la Belle au bois dormant from Ma mère 
l’Oye (Maurice Ravel), Ballet (Claude Debussy), The Galway Piper-Skip to My Lou (arr. Virginia 
Churchill), Serenade no. 8 for Piano four hands, op. 62 (Vincent Persichetti), and Balalaiïka (Igor 
Stravinsky).   
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The two early single volume editions were later divided into two books beginning 
with the 3rd edition in 1976. According to the Preface, revisions were inevitable in order 
to respond to the current trends set by flourishing university group piano programs, the 
increasing popularity of evening adult piano classes in community colleges, and the 
technical improvements in piano laboratories with electronic pianos. The two-volume 
expansion contains information on how to use the book including teaching suggestions 
for keeping learners motivated during group work. Instead of proceeding page by page, 
the preface adds suggestions on teaching order using three different levels: 1) easier 
selections; 2) intermediate selections; and 3) challenging selections (moderately 
advanced). 
Unlike the first two editions, the pieces in the 3rd edition are divided into three 
categories including, 1) Duets for One Piano-four Hands, 2) Four Pianos (Four and Eight 
Hands), and 3) Multiple Pianos that energizes the group piano class by enabling students 
to enjoy a larger ensemble.  The repertoire in Book One of the 1976 edition consists of: 
1) Section one, Duets (One piano-four hands): Andantino Cantabile, op.163, no.2 
(Anton Diabelli), Allegretto in C major (Cornelius Gurlitt), Andante from Five 
Easy Pieces (Igor Stravinsky), Round Dance (Béla Bartók, arr. Benjamin 
Suchoff), Balalaika (Igor Stravinsky), I Saw Three Ships (Arr. David Ferguson), 
Moderato Cantabile from First Steps (Samuel Maykapar), Pavane from Mother 
Goose Suite (Maurice Ravel), Allegro Non Troppo from First Steps (Samuel 
Maykapar), Three Ländler (Franz Schubert), Four Russian Folk Songs (Peter 
Tschaikovsky), German Dance (Ludwig van Beethoven), Playtime (Norman 
Dello Joio), Maestro E Scolare (Joseph Haydn), German Dance (Schubert), 
Serenade, op.62, no. 8 (Vincent Persichetti);  
 
2) Section two, Two pianos (Four and Eight hands): Minuet (Joseph Haydn, arr. 
George Anson), Sarabanda (Arcangelo Corelli, arr. Joan Last), two pieces of 
Minuet in G major from Dance Measures (J. S. Bach, arr. E. Markham Lee), 
Dawn (Tony Caramia), Time Alone Tell (Phil Ahern): 
 
3) Section three, Multiple pianos: From Symphony no.7 for three pianos (Ludwig 
van Beethoven, arr. Curtis Smith), Good King Wencelas for six pianos, 
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(Christmas tune, arr. Bill Keck), The Galway Piper-Skip to My Lou, two-pianos, 
eight hands or four hands (arr. Virginia Churchill), Theme from Quartet in A 
minor for three pianos (Franz Schubert, arr. Curtis Smith), Lullaby for six pianos 
(Johannes Brahms, arr. Bill Keck), Greensleeves for three pianos (arr. Tony 
Caramia), The Band Played on for six pianos (Charles Ward, arr. Bill Keck).  
 
Book Two is a useful teacher resource not only for group piano but also for the 
private studio setting as the book includes a wide range of piano ensemble compositions 
from different composers and publishers:  
1) Section one, duet section: Lord Level (Charles F. Bryan), The Galway Piper (arr. 
Wallingford. Riegger), Dance (Béla Bartók, arr. Benjamin Suchoff), Andante 
Grazioso (Wolfgang A. Mozart), Sonatina (Daniel Türk), March (Franz 
Schubert), March (Robert Schumann), Four Ländler (Franz Schubert), 
Liebeslieder Waltz (Johannes Brahms), Sonatina (Maria von Weber), Berceuse 
(Gabriel Fauré), Minuet (Claude Debussy), Ballet from Petite Suite (Claude 
Debussy), Parade (Jean E. Ivey), Pony Trap (William Walton); 
 
2) Section two: Two pianos (Four and Eight hands): Hungarian Dance (Béla 
Bartók), The Arkansas Traveler (arr. by Olive Dungan), St. Anthony Chorale, op. 
56b (Johannes Brahms), Pastoral (Miriam Gideon), Waltz in D Funk (Bill Keck), 
Likely Story-A Rag (Bill Keck), Waltz in A Flat (Johannes Brahms), A Blues 
(Phil Ahern), Allegretto from Three Pieces for Two Pianos (Anthony Menk), 
Never Gnaw On a Raw Hog, Maw (Phil Ahern), Bossa Nova for Two Pianos (Ron 
Elliston); 
 
3) Section three, Multiple pianos: the four rare pieces for multiple pianos are Peace 
for Three (Tony Caramia), Jeanie With the Light Brown Hair (Stephen Foster, arr. 
Bill Keck), Main Theme of First Movement in Symphony no. 5, and Trio from 
Symphony no. 7 both by Franz Schubert (arr. Curtis Smith). 
 
Indeed, these ensemble books added a new dimension to group piano, increasing musical 
interest while providing motivation.  
Lyke’s attention to ensemble activities is also reflected in the two series Keyboard 
Musicianship and Keyboard Fundamentals. Other group piano text books often lack 
sufficient numbers of ensemble pieces to enhance instruction. Keyboard Musicianship 
and Keyboard Fundamentals gradually introduce original and essential ensemble 
repertoire appropriate for the difficulty level of each chapter. The researcher not only has 
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observed successful piano camp recitals programmed with the outstanding selections of 
ensemble pieces from Lyke’s ensemble books, but also herself was able to create a 
superb group piano recital program balancing ensemble literature with solo compositions.  
Technological advancements necessitate new editions. Two decades later, Lyke 
published the 4th edition of Group Piano Ensemble Music with Geoffrey Haydon 
wonderfully upgraded in color print and with digitally recorded CD accompaniments that 
enrich the class environment and enable students to practice with accompaniments 
outside of class. While maintaining three major categories for the piano ensemble format, 
the authors reorganized the repertoire into new different categories. For instance, section 
one is defined as “Works for One Piano-Four Hands with 5-Finger Position Primo parts 
in Major and Minor.” As the previous editions focused more on late elementary or 
intermediate level, this 4th edition added the early elementary level so that teachers can 
accompany students with movements from the Melodious Pieces, op. 149 by Diabelli, 
Five-Finger Pieces, and op. 74 with descriptive titles by César Cui. The addition of this 
section allows elementary level students to experience the beauty of piano ensemble 
performance which also enhances their musical learning.  
Section two contains popular pieces from the previous edition subtitled, ‘Original 
Works and Arrangements for One Piano-Four Hands”. With multiple digital pianos in 
piano labs, the section three contains four criteria subtitled, Two Pianos or Keyboards, 
Three Pianos or Keyboards, Five Pianos or Keyboards, and Six Pianos or Keyboards. 
While collaborating in the American Music Trio, the jazz pianist, Don Heitler and 
James Lyke wanted to publish their ensemble arrangements and searched for a publisher. 
Lyke recalls the fortunate opportunity to meet Carol Flateau, the keyboard editor of 
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Columbia Pictures Publications and Warner Brothers Publications at the 1990 MTNA 
convention in Little Rock, Arkansas. Lyke remembers her face lighting up with smiles 
while she listened to the cassette tape of their performances. That led Don Heitler and 
Lyke to create ensemble arrangements that were published through Warner Brothers.36  
While single pieces were published under the “Keyboard Ensemble Series”, such 
as Ain’t Misbehaving, Carol Flatau cleverly compiled some of them in one book entitled, 
We Love a Piano: 15 Famous Favorites for One Piano. Lyke mentions that the pieces for 
We Love a Piano were originally designed for high school students as he carefully 
considered the students’ level for playing those pieces. This one piano, four-hand duet 
book includes 15 gorgeous melodies and tunes composed by Irving Berlin, George 
Gershwin, Frederick Loewe, George Meyer, George Cohan, Hoagy Carmichael, Jimmy 
McHugh, Fred Fisher, Charles Strouse, Jean Schwartz, and Johnny Mercer and Duke 
Ellington.37  
The pieces in this volume were arranged solely by James Lyke and each piece 
maintains the unique spirit of the original song. Lyke utilized the piano as a medium of 
exhibiting his talents in maximizing the sheer beauty of duet piano sounds. Among the 
fifteen pieces listed above, Alexander’s Ragtime Band is the only piece arranged by both 
Heitler and Lyke and it resulted in Lyke receiving the Senseney Music Award from 
                                                
36 Warner Brothers was later purchased by Alfred Music Publishing.  Alfred now publishes some, but not 
all of Warner’s catalogue. 
37 The titles consist of Alexander’s Ragtime Band, Almost Like Being in Love, For Me and My Gal, 
Georgia On My Mind, Give My Regards to Broadway, I love a Piano, It’s a Most Unusual Day, Peg O’My 
Heart, Play a Simple Melody, A Pretty Girl Is Like a Melody, Pub On a Happy Face, Rialto Ripples, Rock-
A-bye Your Baby with a Dixie Melody, Satin Doll, and They Didn’t Believe Me. Lyrics of the songs are at 
the end of the book. 
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MTNA for Outstanding Piano Teaching Materials: Best Arranged Piano Duet in 1991 at 
the Miami national convention. 
 
 
 
 
 
Alexander’s Ragtime Band from We Love a Piano (15 Famous Favorites for One Piano, 
four Hands). Composed by Irving Berlin, arranged by James Lyke and Don Heitler. 
(1990). pp. 4-5, mm. 5-12. Used by permission of  © Alfred Publishing. 
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There are several aesthetic factors that make Lyke’s piano ensemble arrangements 
of American popular songs outstanding and distinctive. The balance between the melody 
and the accompaniment and the alternating roles they play are remarkable. 
 
 
Play a Simple Melody from We Love a Piano (15 Famous Favorites for One Piano, four 
Hands) arranged by James Lyke (1997).  pp. 54-55, mm. 5-12. Used by permission of © 
Alfred Publishing. 
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After one hand finishes the melody for the first verse of the song, the other hand takes a 
turn to play the melody doubling thirds and sixths or in octaves with varied rhythms in 
different registers to make the melody fresh. 
Unique ways of inserting a few bars for transition are used for effective 
modulations. These early advanced arrangements also are rich with accidentals and 
rhythmic syncopation. They are not for children to play.  
 
 
 
Rialto Ripples (Rag) ‘Primo’ part from the We Love a Piano (1994). p. 69, mm. 1-10. 
Composed by George Gershwin and Donaldson, arranged by James Lyke. Used by 
permission of  © Alfred Publishing. 
 
 
 
 140 
 
 
Rialto Ripples (Rag) ‘Secondo’ part from the We Love a Piano (1994).  p. 69, mm. 1-10. 
Composed by George Gershwin and Donaldson, arranged by James Lyke. Used by 
permission of  © Alfred Publishing.  
 
 Above all, balance between the primo and secondo is considered a high priority 
to create parts of equal difficulty and to alternate exchanging melodic and accompanying 
textures.  
Professional keyboard journals often have featured positive reviews of Lyke’s 
duet arrangements. Melody Hanberry featured a review of Lyke and Heitler’s 
arrangement, Ain’t Misbehaving in the American Music Teacher (Ingle, ed., 2003). She 
valued the piece as  “delightful memories that evoke the original piece in a charming 
way” and “having many interesting harmonies combine to create quite complex chords. 
The arrangement also is rich with accidentals and syncopations…it is sure to evoke 
favorable responses from those who hear it.” (Ingle, ed., 2003, p. 84) 
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Articles 
Lyke expressed in the interviews that he did not dedicate as much time to 
preparing articles for professional keyboard publications when compared to the 
remainder of his publication portfolio. Nevertheless, the five major articles discussed in 
this section greatly benefit readers who wish to acquire important tips for piano teaching 
based on the first-hand experience of a leading expert in the field.   
 
 What Should Our Piano Minors Study? (Music Educators Journal 56:4, 1969, pp. 49-53)  
This article was featured in the Music Educators Journal in 1969 when there was 
an increasing movement to develop collegiate group piano courses for music major 
students. Although the points in this article have since become relatively standardized in 
current group piano curricula, the article reveals that Lyke influenced the development of 
early group piano programs in colleges and universities by providing a solid curricular 
foundation and a better understanding of students’ needs. A survey included in his article 
revealed that piano programs in colleges and universities began to acknowledge the 
advantages of stressing functional keyboard skills for the piano minor (secondary piano 
students), students who were going to be using the piano in the classroom and voice 
studio, vs. only the study of piano solos in private lessons. 
However, Lyke throughout his career always argued that the insertion of learning 
piano repertoire into group piano curricula should never be neglected because 1) piano 
minors also want to play piano literature at their level, 2) they need to posses an adequate 
technique to perform, and 3) it is very important that other music related subjects such as 
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music theory and music history be covered when learning appropriate piano literature so 
students could “take theory off the shelf” and apply it practically.  
As his doctoral project, Lyke evaluated seven minor piano programs in the spring 
of 1967. This article introduces parts of his research including a survey of the most 
desirable keyboard skills in two-year group piano programs ranked from a survey of 
music education professors and class piano teachers. They are: 1) transposition; 2) 
playing by ear; 3) repertoire study; 4) score reduction (vocal); 5) improvisation; 6) 
technical development; 7) sight-reading; 8) accompanying; 9) harmonization of melodies; 
10) patriotic songs; 11) score reduction (instrumental); 12) critical listening; 13) 
development of style concepts; 14) playing in front of others; 15) chord progressions; 16) 
ensemble playing; 17) realization of figured bass; 18) modulation; 19) memorization; and 
20) analysis (melody, harmony, form). In order to define these criteria, Lyke stressed 
various levels of instruction to achieve proficiency. His evaluation revealed unbalanced 
instruction with strengths in some areas and weaknesses in others.  
The conclusion of this article highlights that any group piano syllabus needs to 
help clarify and apply musical concepts gained in other music courses to better connect 
the knowledge for a better understanding and interpretation of music at the keyboard. 
Group Piano Instruction in the College (Texas Music Educator, February 1976, p. 9) 
This one page article highlights the most essential aspects of class piano teaching 
in a concise manner. The author explains a common misconception of group piano 
instruction, that the course should only cover functional keyboard skills. Despite the fact 
that group piano is replacing individual lessons at the secondary or piano minor level, 
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functional piano skills and solo literature should be equally emphasized. This is not only 
because the piano minor student wants to play significant piano literature at their 
appropriate performance level but they also need to apply the technique they acquire. 
Next, applied piano teachers often think that functional skills should be covered in 
theory classes. However, Lyke presents the limitless possibilities of piano classes 
including theory applied on the keyboard. By discussing his own teaching experience, 
Lyke inspires readers to lead successful classes through careful planning to ensure a 
logical sequence with various types of activities. He especially suggests to use 
improvisation and harmonization which many college group piano teachers hesitate to 
teach. He believes college piano pedagogy courses should prepare teachers to feel 
comfortable with practical keyboard skills as well as to plan course teaching techniques 
under supervision. 
Lastly, Lyke reminds readers of the importance of clarifying musical concepts 
in a college group piano class, which helps students to gain understanding in related non-
piano music courses. He emphasizes the teacher’s critical role in outlining curriculum, 
which can affect the daily progress of students. 
 
Summer Piano Camps: Group Experiences for Young Pianists (Clavier, 1979, 18:3,  
pp. 28-31) 
This article is based on Lyke’s experience as Headmaster of piano camps during 
many summers at Illinois Summer Youth Music. All the details of ISYM expressed in 
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this article provide beneficial guidelines to administrators or pianists who are considering 
beginning or implementing a piano camp. Lyke mentioned that the audition procedure on 
the first day absolutely requires the instructor’s insight to perceive the student’s 
personality and musical ability in the short time given in order to group the students in 
lessons and classes and to assign appropriate repertoire. He added the importance of 
creating a comfortable atmosphere by encouraging and answering questions in a friendly 
way. He believes that allaying students’ fears of being away from home in an unfamiliar 
place is important for their active participation.  
The early piano camps incorporated more group work. For example, repertoire 
lessons were conducted in partner lessons of two and the size of the musicianship classes 
were larger with ten to twelve students.38 Another distinctive factor was the inclusion of a 
musicianship class,39 which enabled students to develop practical skills for discovering 
new abilities on the piano. Lyke reports that students rapidly obtained the skills in sight-
reading, analysis, playing by ear, harmonizing melodies, transposing, improvising, and 
aural comprehension, some of which were first time learning experiences for many 
campers.   
  Lyke also presented diverse ideas for attractive programs by the camp’s faculty 
members or guest artists. For instance, lecture-demonstrations on selected piano pieces 
                                                
38 Piano enrollments were larger in the decades from 1960-1980, in part, because more piano practice 
rooms were available in the UIUC School of Music. As recently as 1990, available piano practice rooms for 
each ISYM piano camp numbered around 37 whereas the same facilities, as of the summer of 2011, had 
only 23 available practice rooms for each ISYM piano camp (Personal communication with John Minor. 
the main piano technician of UIUC School of Music, October 7, 2011).  As a result the “cap” for 
enrollments in each piano camp was gradually dropped based on the limited practice facilities.  Piano 
camps in the 1960s often numbered more than 30 students that dictated larger musicianship classes and 
some form of group teaching in partner lessons. In terms of the teacher/studio ratio, it would have been 
impossible to teach only private lessons with the larger enrollments. 
39 The theory-musicianship classes taught by the piano staff for several decades, in 2004, became part of 
the “cross-over” elective class system taught by UIUC music theory-composition faculty during each 
ISYM session. (Resource from the ISYM Archives retrieved on October 8, 2011) 
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allowed campers to have an opportunity to analyze music, which helped them to come up 
with their ideas on better practice methods. Special 50 minute master class sessions 
included presentations on jazz styles and realizing lead sheets, introducing the 
harpsichord as a keyboard instrument, special solo piano programs and four-hand 
concerts by the faculty, and sessions on accompanying with guest instrumentalists and 
vocalists. All these sessions enhanced students’ musical growth and led the program to 
become a success.40    
 
Giving Those First Lessons with Denise Edwards41, Co-author (Clavier, 19:8 1980, p. 31)  
This article offers practical guidelines by reducing possible problematic situations 
for new, less experienced piano teachers. The useful information is presented in four 
condensed sections, which not only outlines the ideal way of launching a studio, but also 
guides experienced teachers who struggle from daily repetitive routines in their teaching.  
First, this article emphasizes that rather than relying on inspiration only, a well-
conceived lesson requires creative thinking, sequenced learning, and helping students to 
discover new elements in a more logical way. Lyke reminds readers that such a lesson 
would help the students “To discover new elements that are related to what is already 
known creates and excitement about learning” (p. 31). 
Second, rapport is addressed as an important issue to facilitate learning by 
establishing a warm and caring relationship with the student. The considerations include 
                                                
40 Since 2000, master class sessions have been expanded to include sessions on organ performance, the 
historical development of the piano, contemporary music including indeterminate music and music for 
piano and fixed media, and the role of the keyboard in contemporary popular music. 
41 Denise Edwards teaches at the Lincoln Land Community College, Springfield, IL. She studied with 
James Lyke in 1974 at UIUC and earned a Master’s degree in Piano performance. She also associated with 
Lyke in 1978 and 1985 through UIUC extension courses in Springfield, Il. Edwards is co-author of 
Keyboard Fundamentals and also contributed chapters in multiple editions of Creative Piano Teaching. 
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developing sensitivity to the varied moods of children and avoiding excessive negative 
comments.  
Third, ways for providing clear directions of practicing methods at home are 
reinforced. This section recaps the importance of demonstrating sound rather than merely 
offering verbal suggestions. Lyke also reminds teachers to remember the aesthetic impact 
of the music, which helps students to solve problems with various creative approaches 
obtained from music study. 
Lastly, Lyke warns about group teaching for the first time piano teacher. Pre-
planning group lessons, providing clear directions, using a variety of visual and audio 
aids, and pairing off in small groups to enhance students’ critical listening skills are 
recommended.  
 
The American Beginning Piano Method: Reviews of the Music Tree and the Robert Pace  
Materials (Piano Quarterly, 1983, 122:25, pp. 15-28) 
As one of the crucial projects in the history of piano pedagogy, Piano Quarterly 
studied several of the most influential beginning piano methods, including Frances Clark’s 
The Music Tree.42 Piano Quarterly reported that there had been neither an intensive 
historical study of American piano materials nor any review process to date although 
there were many publications by piano educators since the 1940s. By providing specific 
evaluation criteria, this study aimed to serve as a reference to its readers and to inform 
them of the distinctive pedagogical approaches of current materials.  
                                                
42 The other elementary piano methods reviewed were: Mainstream Piano Method, David Carr Clover 
Piano Library, The Piano Library (James and Jane Bastien), Alfred Basic Piano Method, Music Pathways 
and Suzuki Method.  
 
 
 147 
James Lyke was invited as one of the few distinguished professionals to serve as 
an evaluator to examine materials.43  Lyke points out that the 4 books of The Music Tree, 
Time to Begin and Parts A, B and C departed from the traditional middle C approaches or 
inefficient introduction of the multi key approach. The evaluation focuses on the 
approach to reading, especially delayed staff introduction. According to his evaluation, 
the books demonstrate step-by-step reading approaches, beginning with partial staff 
reading (2 lines to 4 lines) and concluding with the complete 5 line staff. Landmark notes 
are used as anchor points for students reading staff pitches. Additionally, Lyke states 
that the introduction to black keys followed by the intervallic reading approach on white 
keys establishes students’ solid reading skills and improves on weaknesses of previous 
approaches. Overall, Lyke claims that the authors carefully organized their pieces to 
enhance concepts, such as reading music, and that such efforts eventually increase 
effectiveness in learning based on his experience of teaching in multiple keys after 
students fully obtain fundamental reading skills. 
 
I Consider Goals for Myself and Goals for My Students (Keyboard Companion, 1991,  
2:2, p. 48)  
It might be interesting to investigate what percentage of teachers actually 
designate specific goals ahead of time rather than giving impromptu assignments. This 
message is an ideal way for any teacher, regardless of their years of teaching experience, 
to seriously commit to a plan that can span from a month to a year ahead, or even longer. 
                                                
43 Lyke wrote an one volume method book with co-author, Marilyn D. Blatter entitled, Piano from A to G, 
published by Media Press in Champaign, IL in 1971. This teaching material was particularly designed for 
the beginner at least eight years old in private or group lessons. This book is currently out of print.  
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The personality of Lyke is well reflected in this writing, as he is an individual who is 
always organized, perceives students’ abilities and interests, and understands the musical 
goals teachers should pursue. This article expresses the importance of setting goals based 
on the understanding of the student’s ability and what to pursue through piano study. 
Designating specific short- and long-term goals tremendously impact both teaching and 
learning. As a superior pedagogue himself, Lyke reinforces this message by encouraging 
teachers to be responsible for outlining short- and long-term goals for both students and 
teachers alike.  
 Some considerations are given for outlining realistic repertoire goals for students.  
For instance, Lyke links selected students’ repertoire to their performance goals and 
special events that could enhance both their musical and technical growth throughout the 
year. Assigning different styles of repertoire for balanced learning is also emphasized.  
An unforgettable message is that even Lyke himself, a renowned pedagogue, 
continues to set his own goals for expanding his piano performance and teaching 
repertoire for his own musical growth. Expanding one’s understanding of repertoire is a 
life-long commitment, through sight-reading of music, on-going research, as well as 
professional development by attending conventions and workshops where new and old 
repertoire is presented. 
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CHAPTER 7 
CONCLUSION, RECOMMENDATIONS AND SUMMARY 
 
The 2009 National Conference on Keyboard Pedagogy (NCKP) celebrated the 
30th anniversary of its excellence and innovation in keyboard music education. Among 
many inspiring and innovative conference sessions and events, a meaningful one-hour 
program illuminated the conference finale: The Lifetime Achievement Award ceremony. 
Dr. James Lyke was honored for his life-long dedication to advancing the field of piano 
pedagogy and the entire history of the NCKP. Several of Lyke’s former students and 
colleagues paid extensive tribute for his achievements as well as his strong influence on 
their careers.  
For the past several decades, the field of piano pedagogy has witnessed 
remarkable enrichment with piano teaching methods that empower teachers to teach 
anyone of any age and level of advancement with more enjoyment. James Lyke is an 
exemplary leader who exhibited his devotion to the advancement of effective teaching 
methods, while remaining a strong influence on his contemporaries and former students 
who now have become important contributors and leaders in the field.  Reviewing the 
dynamic life of James Lyke reveals the essential qualities for a successful teacher and 
leads us to appreciate the overwhelming significance of our careers as piano teachers. 
The data used in this research fall into three categories: 1) publications authored 
by Lyke and additional documents that describe his life-long achievements; 2) survey 
responses from colleagues and former students; and 3) personal interviews with Lyke.44 
                                                
44 A total of three interviews were conducted in this research; 1) Aug 4, 2009 in Urbana, IL; 2) Aug 5, 2009 
in Champaign, IL and; 3) July 24, 2010 in New York city, NY. 
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The publications evaluated in this research include the most recent and previous editions 
of: Keyboard Musicianship, Books I and II, Keyboard Fundamentals, Books I and II, 
Creative Piano Teaching (3rd and 4th editions), articles, conference proceedings, book 
reviews, newsletters, brochures, and personal memorabilia.  
Thirty survey participants representing 23 different states and Canada participated 
anonymously in the survey using two methods: 1) responding by post mail; or 2) 
completing an online survey form created by the researcher which allowed responses of 
up to 65,536 characters.  
The survey respondents uniformly paid tribute to Lyke for his remarkable 
contributions to the profession. The personal interviews with the subject took place in 
two ninety-minute sessions over two days in Champaign-Urbana, Illinois and an 
additional follow-up session in New York City. Overall, the three approaches 
(publications, surveys, interviews) to gathering information revealed four findings which 
answer the research questions included in Chapter 1. 
First, James Lyke continuously demonstrated the versatility of a great pedagogue 
through his various walks in life as an educator, composer, arranger, performer, clinician, 
editor, adjudicator, and an administrator. While he served as a professor at the University 
of Illinois (UIUC) for 33 years, he established the piano pedagogy curriculum by 
expanding the group piano program, dividing group piano courses into different levels of 
instruction, and adding jazz keyboard courses as a crucial keyboard idiom. In 1980, Lyke 
and his colleagues established the Master of Music degree in Piano Pedagogy, the 
Bachelor of Science in Music Education with a specialization in piano pedagogy, and 
founded the Piano Laboratory Program to provide teaching experiences for piano 
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pedagogy and performance majors while at the same time offering outreach services to 
the community. He also, as Headmaster, oversaw the growth of piano camps in the 
Illinois Summer Youth Music program.  
From 1993 to 1999, he developed and guided the piano pedagogy program and 
group piano curriculum at Georgia State University (GSU) after retiring from UIUC. 
Throughout his career at UIUC and GSU, he provided an amazing number of piano 
pedagogy workshops for organizations with piano pedagogy topics providing 
pedagogical knowledge that benefited many piano teachers and students.   
In addition to this multifaceted career, Lyke also has been a prolific author who 
has published invaluable resources for piano instruction in both group and private 
settings. He authored four group piano college texts, Keyboard Musicianship (volumes I 
and II) for music majors and Keyboard Fundamental (volumes I and II) for non-music 
majors which early on set the standard for such publications. These texts were the first 
materials in the history of group piano that were remarkably well-sequenced, containing 
abundant ensemble repertoire and harmonization examples. They have been used in as 
many as 35045 colleges and universities and have been updated up to the 9th edition and 
5th editions respectively. The widely used and critically acclaimed piano pedagogy text 
book, Creative Piano Teaching, which now is in its 4th edition, guided present and future 
piano teachers by enriching their understanding of various topics on piano instruction 
authored by Lyke and numerous guest contributors who shared their expertise. Numerous 
supplemental ensemble and solo piano arrangements published by major publishers also 
have been praised by external reviewers.  
                                                
45 Personal communication with Stipes, July 22, 2008. See page 3.  
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Second, Lyke is an extremely considerate educator whose primary concern has 
always been on his students’ musical success and needs. Many characterized Lyke as 
having a “comprehensive understanding with great patience in guiding students” in 
survey responses. One survey respondent states: 
It has always been very clear to them how he cares deeply about students and 
teachers of music; unlike anyone I have ever met.  He is unique in that he is able 
to provide sustained positive inspiration and motivation for his students. The 
aspects of performance and pedagogy are of the highest priority, however these 
aspects never interfere with Jim's compassion and support for his students. 
(Survey response)  
 
 With his desire to help students achieve their goals, he not only made lesson plans for 
himself but he also encouraged his students to set their goals a year in advance and 
offered creative solutions to maintain their motivation. His colleagues acclaimed him for 
his strong support for his students in that he was able to find and develop their potential 
and never judged them by their limitations. This holistic approach lends support to the 
statement by Alfred Adler (1870-1937), a renowned Austrian psychiatrist, who states that 
an “educator must believe in the potential poser of his pupil, and he must employ all his 
art in seeking to bring his pupil to experience this power.” (Adler, on-line reference 
retrieved on April 8, 2011)  
  Moreover, Lyke’s colleagues reveal in their comments that he consistently 
supported them by providing professional opportunities such as co-authoring publications 
and co-presenting in workshops and recitals. He frequently invited professional 
colleagues as guest workshop presenters such as Gail Berenson, Tony Caramia, Richard 
Chronister, Lee Evans, Stewart Gordon, Mitzi Kolar, Ruth Slenczynska, Reid Alexander, 
and Robert Vandall to the campuses of UIUC and GSU. Continuously creating 
interesting and unique concert programs with his colleagues, such as a recital of original 
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Percy Grainger compositions and the rarely played entire Christmas Tree 
(Weihnachtsbaum, S. 186) by Franz Liszt reflects Lyke’s life-long philosophy that piano 
pedagogy must include strong performance.  
Third, Lyke demonstrated to us the importance of collegial collaboration through 
his leadership and administrative expertise. The National Conference on Keyboard 
Pedagogy was inaugurated by the devotion of its two founders, Richard Chronister and 
James Lyke in 1979.  This conference has continued to serve as a venue for piano 
teachers to become more inspired by sharing ideas, learning about new methods, updating 
knowledge with current materials, and networking with fellow teachers for support. 
Additionally, as President of the Illinois music teachers association, Lyke inspired local 
music teachers to form their own local organizations and facilitated members to maintain 
professional status through continuing education.   
Aspects of Lyke’s collaborative musicianship extend to his devotion to advancing 
the development of effective group piano curricula, which encompasses unlimited 
possibilities. This led to his appointment as the first Group Piano Chair of the Music 
Teachers National Association (1978-1982), and to developing group piano texts 
throughout his career, well into his current retirement.  
Interestingly, his “group work” approach is not only reflected in his piano 
teaching but also in almost every aspect of his professional activities. He frequently 
selected colleagues to be co-authors for publications and invited them to share the beauty 
of collaborative piano performance, which also served as excellent demonstrations for his 
students as well.  
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Lyke is an energetic person who continuously encourages people around him to 
be active members of the larger piano pedagogy community. Ken Bain’s article (Bain, 
2004), What Makes Great Teachers Great, echoes the importance of group activity 
efforts of great pedagogues and piano teachers. Bain’s research team examined 60 
outstanding professors in various disciplines and activities inside and outside their 
classroom. Of the several principles the team discovered, a distinctive trait of great 
teachers included having the ability to create a highly interactive learning atmosphere by 
organizing the class into small groups for students to work collaboratively, which helps 
raise awareness of intellectual issues. This finding naturally lends strong support to James 
Lyke’s achievements in maximizing the effectiveness of group activities.  
Finally, James Lyke has been a model educator who influenced his students and 
colleagues beyond the world of music. His students commented that he has been a life-
long teacher who continuously inspires the directions of their lives:  
[Survey response A] Because of Dr. Lyke, I strive to be interested in students not 
only as future performers and pedagogues, but as human beings. I want them to 
know that I am interested in all aspects of their emotional, intellectual, and even 
spiritual development (not just their musical progress). 
 
[Survey responses B] Dr. Lyke believed in me early in my career, something for 
which I am eternally grateful. I have always wanted him to be proud of me. I am 
not the greatest performer, but I do have a talent that can help students learn to 
play the piano. 
 
[Survey Responses C] In every respect, James Lyke continues to demonstrate the 
traits of a wonderful and supportive father, and a loyal and trusted friend.  I can 
only hope that my own children have an opportunity to develop and experience 
similar character traits as demonstrated by Jim Lyke. 
 
[Survey Responses D] With the exception of my husband and my parents, Dr. 
Lyke has done more for me in my adult life than anyone else. 
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Recommendations for Further Research  
This study focused on James Lyke’s contributions to the field of Piano Pedagogy. 
Several topics for related research in this field are shown below: 
1. An examination of publications regarding piano pedagogy texts and group 
piano materials is needed. A comparison of different texts and the possible learning 
results would facilitate understanding the philosophy of different authors, and also how 
teaching materials have developed for the next generation of piano teachers. 
2. Additional studies on other prominent leaders in this field and their 
achievements also are recommended. A potential list of names may include Richard 
Chronister, Reid Alexander, Frances Larimer, Gail Berenson, and E. L. Lancaster, among 
others. 
3. If this case study research is replicated for a different subject in the future, it is 
recommended to establish two groups of respondents, one group based on a random 
sampling of students from courses taught and a second group of students and colleagues 
recommended by the subject. As for the survey approach used in this study, the target 
population was primarily based on recommendations from Dr. James Lyke and Dr. Reid 
Alexander and in some instances, additional recommendations from survey participants 
themselves.  
A particular challenge for obtaining information about potential survey 
participants was posed by the UIUC. Even though many researchers in the past used a 
variety of ways to track down students who took specific courses, the Alumni Office at 
the UIUC School of Music limited access to the names of individual graduates who were 
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associated with James Lyke through academic activities.46 According to the Alumni 
Office, finding graduates by tracking down past rosters of specific courses is not possible. 
Even so, a mix of randomly selected students, with recommended names from the subject 
might produce interesting data by comparing responses from the two groups.  
 
Summary 
 This research examines the essential qualities for successful piano teaching by 
examining James Lyke’s career. Any student’s learning and accomplishments 
consequently brings reflected glory to the teacher. The versatile career of James Lyke 
conveys an important message regarding the ideal qualities of a piano teacher, that he or 
she become a model to one’s students and colleagues. Furthermore, he gave the direction 
as to what teachers should eventually pursue in their teaching, which is to positively 
impact their students’ musical growth as well as their personal and professional lives.  
Lyke has been a model educator who not only influenced his students’ music 
learning but also their development with extraordinary support, encouragement, and care 
that extend beyond the call of any teacher. This examination of the contributions of 
James Lyke to the piano pedagogy discipline reveals the approaches that we as piano 
educators should take in guiding our students to gain lifelong enjoyment in music while 
at the same time enjoying our precious careers as piano teachers! 
                                                
46  The examples of research that dealt with random lists of survey participants include: The Contributions 
of Celia Mae Bryant to Piano Pedagogy by Carol Baskins, Louise Wadley Bianchi’s Contribution to Piano 
Pedagogy by Samuel Holland and Marguerite Miller’s Contributions to Piano Pedagogy by Barbara Fast.  
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APPENDIX A 
CAREER SUMMARY 
Table A1 
Career Summary 
Year Position Organization/Institution 
1956-1958	   Supervisor of Music	   Fort Richardson Schools,  
Fort Richardson, Alaska 
	  
1958-1959	   Graduate Assistant in Music 	   Teachers College, Columbia University, 
New York, NY 
	  
1959-1993 
 
Faculty Position; Instructor,  
Assistant Professor, 
Associate Professor, and 
Professor  
Group Piano and Piano 
Pedagogy Division Chair 
 
University of Illinois at Urbana-
Champaign 
1970 Piano Committee 
 
Music Teachers National Association 
1970 Board Member Illinois State music Teachers Association 
1970 President Zeta Chapter, Pi Kappa Lambda, UIUC 
 
1971-1975 Group Piano Chairman 
 
Music Teachers National Association 
1973-1974 First Vice-President 
 
East Central Division in MTNA  
1978-1982 President Illinois State Music Teachers Association 
 
1979-1995 Associate Director (Co-
Director) 
 
National Conference on Piano Pedagogy 
 
1978-1982 President Illinois State Music Teachers Association 
 
1981-1982	   Visiting Professor	   University of Michigan, Ann Arbor 
	  
1986-1987 
 
Visiting Professor Adelaide College of Music,  
South Australia 
 
1993-1999 Professor Georgia State University 
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APPENDIX B 
 
SELECTIVE LIST OF AWARDS 
 
Table B1 
 
List of Awards 
 
Year Title Provider 
1979 Outstanding Alumnus Award  
 
State University of New York, 
College at Fredonia (Alma Mater) 
 
1990 
 
1991 
Excellence in Off Campus Teaching 
 
Senseney Music Award  
 
University of Illinois 
 
MTNA 
1994 Elderhostel Teaching Award Continuing Education and Public 
Service (UIUC) 
 
2001 Foundation Fellow 
 
MTNA 
2002 Contribution of Music Award 
 
University of Northern Colorado 
2003 Frances Clark Keyboard Pedagogy 
Award for Creative Piano Teaching 
 
MTNA 
2009 Lifetime Achievement Award 
 
NCKP 
 
 
 
 
 
 
 
 
 
 
 
 166 
APPENDIX C 
MUSIC SORES COMPOSED/ARRANGED BY JAMES LYKE 
Solo 
Lyke, J. & Haydon, G. (2009). Say it with music; 11 Irving Berlin Songs. Chatham, NY,  
Lee Roberts Music Publications. 
 
Lyke, J. & Pace, R. (2006). Pattern studies. Milwaukee: WI. Lee Roberts, Hal Leonard 
[distributor]. 
 
Haydon, G. & Lyke, J. (2002). Oldies but goodies: American popular songs for solo 
piano. Chatham, NY: Lee Roberts, Hal Leonard [distributor]. 
 
 
One piano-four hands 
 
Lyke, J. & Heitler, D. (1990). Alexander’s Ragtime Band. Composed by Irving Berlin.  
Miami, FL: CPP/Belwin Inc. 
 
Lyke, J. (1991). Play a Simple Melody. Composed by Irving Berlin. Miami, FL: 
 CPP/Belwin Inc. 
 
Lyke, J. (1992). It’s a Most Unusual Day. Composed by Jimmy McHugh and Harold  
Adamson. Miami, FL: CPP/Belwin Inc. 
 
Lyke, J. (1992). Put on a Happy Face. Composed by Charles Strouse and Lee Adams.  
Miami, FL: CPP/Belwin Inc. 
 
Lyke, J. (1992). Lover. Composed by Richard Rogers and Lorenz Hart. Miami, FL:  
CPP/Belwin Inc. 
 
Lyke, J. (1992). Give my Regards to Broadway. Composed by George M. Cohan. Miami, 
 FL: CPP/Belwin Inc. 
 
Lyke, J. (1992). Peg O’My Heart. Composed by Fred Fisher and Alfred Bryan. Miami, 
 FL: CPP/Belwin Inc. 
 
Lyke, J. (1992). For Me and My Gal. Composed by George Meyer, Edgar Leslie and E.  
Ray Coetz. Miami, FL: CPP/Belwin Inc. 
 
Lyke, J. & Kocour, M. (1992). Irving Berlin Melodies for Student and Teacher: Bass Clef  
Book. Champaign, IL: Stipes Publishing  
 
Lyke, J. & Kocour, M. (1992). Irving Berlin Melodies for Student and Teacher: Treble  
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Clef Book. Champaign, IL: Stipes Publishing 
 
Lyke, J. (1993). Parade of the Wooden Soldiers. Composed by Leon Jessel. Miami, FL:  
CPP/Belwin Inc. 
 
Lyke, J. (1994). Rock-a-Bye Your Baby with a Dixie Melody. Composed by Jean  
Schwartz. Miami, FL: CPP/Belwin Inc. 
 
Lyke, J. (1994). Rialto Ripples (Rag). Composed by George Gershwin and   
Donaldson: Miami, FL: CPP/Belwin Inc. 
 
Lyke, J. (1995). Almost Like Being in Love. Composed by Alan Jay Lerner and Frederick  
Loewe. Miami, FL: Warner Bros. Publications.  
 
Lyke, J. & Haydon, G. (1995). Georgia on my Mind. Composed by Hoagy Carmichael.  
Miami, FL: Warner Bros. Publications. 
 
Lyke, J. (1997). We Love A Piano (15 Famous Favorites for One Piano, four Hands).  
Miami, FL: Warner Bros. Publications. 
 
Lyke, J. & Haydon, G. (1998). A Gershwin Medley for Piano Duet. Miami, FL: Warner 
 Bros. Publications. 
 
Lyke, J. (2009). Swing Band Dance Hits. Chatham, NY: Lee Roberts Music Publications. 
 
 
Two pianos-four hands 
 
Lyke, J. & Haydon, G. (1990). Patriotic Cohan: A Medley by George M. Cohan: Miami, 
 FL: CPP/Belwin Inc. 
 
Lyke, J & Heitler, D. (1990). Ain’t Misbehavin’  by Thomas “Fats”Waller. Miami, FL:  
CPP/Belwin Inc. 
 
Lyke, J & Heitler, D. (1990). America the Beautiful. Miami, FL: CPP/Belwin Inc. 
 
Lyke, J. & Haydon, G. (1995). Swanee. Composed by George Gershwin. Miami, FL: 
 Warner Bros. Publications. 
 
Lyke, J. & Haydon, G. (1995). Nobody but You. Composed by George Gershwin. Miami, 
 FL: Warner Bros. Publications. 
 
Lyke, J. & Haydon, G. (1995). Dardenella by Johnny Black. Miami, FL: Warner Bros.  
Publications. 
 
Lyke, J & Heitler, D. (1997). Look for the Silver Lining. Composed by Jerome Kern.  
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Miami, FL: Warner Bros. Publications. 
 
Lyke, J. & Haydon, G. (1998). By Strauss. Composed by George Gershwin. Miami, FL:  
Warner Bros. Publications. 
 
Berlin I., Heitler, D., & Lyke, J. (1988). Everybody's doing it now. Composed by Irving 
Berlin. Miami, FL: Belwin-Mills. 
 
Lyke J. & Heitler, D. (2010). Irving Berlin Piano Duos: Three Favorite Songs Arranged  
for Two Pianos, Four Hands. Milwaukee, WI: Hal Leonard. 
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APPENDIX D 
 
A SELECTIVE LIST OF ARTCLES AUTHORED BY JAMES LYKE 
 
Table D1 
List of Articles 
Year Title Issue 
1967 Improving listening through a 
program of keyboard experience in 
elementary music 
 
Council for Research in Music 
Education, Bulletin No. 9 (spring)  
1969 What should our piano minors 
study? 
Music Educators Journal, 56: 4, pp. 49, 
51, 53. 
 
1972 Guidelines for first and second year 
class piano instruction in two and 
four-year colleges 
 
Periodical Illinois State Music Teachers 
Association 
1976 Group piano instruction in the 
college 
Southwestern Musician-Texas Music 
Educator, February, p. 3. 
 
1978	   Glad tidings to all	   Clavier, 17: 6, pp. 33-35. 
	  
1979 Summer piano camp: Group 
experience for young pianists 
 
Clavier.18: 3, pp. 28-31. 
1980 Giving those first lessons Clavier, 19:8, p. 31. 
D. Edwards (co-author) 
 
1981 Curricular objectives: Solo 
repertoire, class piano articulation 
recommendations 
 
Illinois Music Educators Association, 
Keyboard Committee 
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Table D1 (continued) 
Year Title Issue 
1983 Evaluation of the Music Tree: A 
plan for musical growth:  The 
American beginning piano method, 
Part 3: Foreword, checklist, reviews 
of the Music Tree and The Robert 
Pace materials. 
 
Piano Quarterly. Vol. 31 122:25,  
pp. 15-28. 
1991 I consider goals for myself and 
goals for my students 
 
Keyboard Companion. 2:2, p. 48. 
 
1991 How do you plan a student’s 
repertoire for a year? 
 
Keyboard Companion. 2:2, p. 46. 
 
1993 What have you learned from 
listening to your children practice? 
 
Keyboard Companion. Autumn, p. 10. 
 
2004	   How do you plan a student’s 
repertoire for the coming school 
year?  
 
Keyboard Companion. Summer, 15: 2, 
pp. 42-45.  
S. Krohn & L. Hedges (co-authors)	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APPENDIX E 
SELECTIVE LIST OF PRESENTATIONS AND WORKSHOPS 
Table E1 
List of Presentations and Workshops 
Year Title Organization Place 
1961 Teaching Material for Four-
hands Piano 
 
UIUC Piano Conference Monticello, IL 
1963 Teaching Material for Solo 
Piano, Intermediate level 
 
UIUC Piano Conference Illini Union, 
Urbana, IL 
1964 Teaching Teenager, Class 
Piano 
New Mexico Music 
Teachers Association  
 
Albuquerque, NM 
1968 Contemporary Piano 
Literature for Children 
Biannual UIUC Piano 
Conference 
SMH, Urbana, IL 
& Monticello, IL 
 
1968 Piano Workshop Western Illinois 
University 
 
Macomb, IL 
 
1969 Group Piano Teaching Wheaton College Wheaton, IL 
 
1969 Improvisation N/A Toluca, IL 
 
1969 Piano Forum University of Wisconsin Madison, WI 
 
1969 Group Piano Teaching Colorado Music 
Educators Association 
Colorado Springs, 
CO 
 
1969 Teaching Repertoire from 
Baroque to Contemporary 
 
Bradley University Peoria, IL 
1969 Contemporary Music for 
Elementary & Intermediate 
Level 
 
Western Michigan 
University 
Kalamazoo, MI 
1970 Group Piano Teaching St. Mary’s College 
 
South Bend, IN 
1970 Guidelines for Class Piano 
Instruction 
 
IMEA Peoria, IL 
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Table E1 (continued) 
 
 
Year Title Organization Place 
 
1970 Objectives of Class Piano 
in College 
 
Baldwin Symposium Cincinnati, OH 
1970 Teaching Jazz Piano to 
Teenagers 
 
ISMTA convention Chicago, IL 
1970 Objectives of Class Piano at 
the College Level 
 
MENC Evanston, IL 
1970 Keyboard Experience 
Workshop 
 
Wheaton College Wheaton, IL 
1971 Contemporary Solo Piano 
Lit. for children & Four-
hand lit. 
 
University of Wisconsin  Madison, WI 
1971 The Electronic Piano 
Laboratory in Group Piano 
Teaching 
 
Champaign Urbana MTA Urbana, IL 
1973 Class Piano for Elementary 
Teachers and Piano 
Pedagogy 
 
UIUC continuing 
Education course 
Rockford, IL 
1973 Piano Teaching in England Champaign Urbana MTA Urbana, IL 
 
1973 Group Piano Teaching in 
the College for Piano 
Faculty 
 
Baylor University Waco, TX 
1974 Group Piano Teaching St. Mary's College 
 
South Bend, IN 
1974 Workshop on Group Piano 
Instruction in the College 
 
Central Piedmont 
Community College 
 
Charlotte, NC 
1974 Piano Clinic The Fine Arts of Clinton Clinton, IL 
 
1975 Piano Duet Literature for 
Children (with Hartman) 
 
Northwest Suburban 
MTA 
Arlington Heights, 
IL 
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Table E1 (continued) 
 
Year Title Organization Place 
 
1975 Workshop on Group Piano  
Teaching (with Hartman) 
 
SUNY Fredonia Fredonia, NY 
1975 Group Piano Instruction / 
Adult Beginners and 
Intermediate Piano Group 
 
St. Mary's College South Bend, IN 
1975 Musicianship, 
Improvisation 
Texas MEA Dallas, TX 
 
 
1976 Rhythm in Piano Teaching Macomb MTA Macomb, IL 
 
1976 The College Group Piano 
Program 
Bowling Green State 
University 
Bowling Green, 
OH 
 
1976 Group Piano MTNA 
 
Dallas, TX 
1976 Multi-Level Musicianship 
Classes for Young Pianists 
 
Eastern Div. MTNA Bridgeport, CT 
 
1976 Selected Elementary and 
Intermediate Duet and Duo 
Piano Music by American 
Composers 
 
East Central Div. MTNA Kalamazoo, MI 
1976 Comprehensive 
Musicianship for Group 
Piano and Approaches to 
Keyboard Improvisation in 
the Piano Lab 
 
Texas MEA San Antonio, TX 
1977 Group Piano Workshop West Virginia University Morgantown, WV 
 
1977 Christmas Piano Music CUMTA Urbana, IL 
 
1978 Contest Music National Federation of 
Music Clubs 
 
Springfield, IL 
1978 
 
The Business Aspect of 
Piano Teaching 
5th Annual Midwest 
Keyboard Festival 
 
San Diego, CA 
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Table E1 (continued) 
 
1980 N/A Elmira Piano Teachers 
Association 
 
Elmira, NY 
1981 Teaching Adults and 
Children (Multiple Topics) 
 
MTA of Queensland Australia 
1981 Off the Pages and into 
Practice 
 
Illinois Music Educators 
Association (IMEA) 
Convention 
 
Chicago, IL 
 
 
 
Year Title Organization Place 
 
1978 Contemporary Piano Music 
for Children 
 
Decatur MTA Decatur, IL 
1978 Piano Workshop National Academy of 
Music 
 
Champaign, IL 
 
1979 Some Concerns with Piano 
Pedagogy Programs 
 
NCPP Liberty, MO 
 
1980 Building a Piano Pedagogy 
Curriculum  
 
NCKP Urbana, IL 
1981 Group Piano Session for 
Visiting Australian Piano 
Teachers 
 
Champaign Urbana MTA Urbana, IL 
1981 
 
Piano Education in 
Australia 
 
IMEA Macomb, IL 
 
1981 Group Piano Workshops Drake University Des Moines, IA 
 
1982 Summer Festival Piano 
Pedagogy Workshop 
 
Indiana University Bloomington, IN 
1982 Recital-Master Class Otterbein College Columbus, OH 
 
1982 Contemporary Teaching 
Repertoire 
SUNY Fredonia Fredonia, NY 
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Table E1 (continued) 
 
1989 N/A Washburn University Topeka, KS 
 
1989 N/A Cuyahoga Community 
College 
 
Cleveland, OH 
 
1990 N/A MTNA Little Rock, AR 
 
1990 The Piano Music of Percy 
Grainger 
 
Danville MTA Danville, IL 
1990 American Popular Song Elderhostel, IL Urbana, IL 
 
1990 N/A WIU Macomb, IL 
 
Year Title Organization 
 
Place 
 
1983 Teaching a Group of 
Children,  
Teaching a Group of Adults 
Indiana Group Piano 
Teachers & Indiana 
Piano Teachers 
Association 
 
Bloomington, IN 
1983 Piano Pedagogy Workshop GSU Atlanta, GA 
 
1986 "You Teach How Many At 
Once!" 
 
Indiana State University Terre Haute, IN 
1986 N/A College of DuPage Glen Ellyn, IL 
 
1988 N/A EIU Charleston, IL 
 
1990 The Piano Music of Percy 
Grainger 
 
Danville MTA Danville, IL 
1990 New Two Piano 
Arrangements by American 
songwriter/composers 
 
MTNA Little Rock, AR 
1991 Workshop for Piano Majors 
and Piano Pedagogy Majors 
 
Rice University Houston, TX 
 
1991 Piano Workshop for Piano 
& Piano Pedagogy Majors 
Temple University Philadelphia, PA 
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Table E1 (continued) 
 
 
Year Title Organization 
 
Place 
 
1991 Piano Workshop New Jersey MTA 
 
New Jersey, NJ 
1991 Cole Porter Elderhostel, IL Urbana, IL 
 
1992 Summer Piano Workshop CUMTA 
 
Urbana, IL 
1992 Development of Piano 
Technique 
 
Danville MTA Danville, IL 
1992 Development of Piano 
Technique,  
The Transfer Student 
 
Danville MTA Danville, IL 
1993 A First Year Curriculum in 
Elementary Piano for the 
College Music Major 
 
MTNA Spokane, WA 
1994 Golden Age of Popular 
Song 
 
GSU Atlanta, GA 
 
1994 Musicianship at the 
Keyboard 
 
North DeKalb MTA Atlanta, GA 
1994 Musicianship at the 
Keyboard 
 
South Metro MTA Chicago, IL 
1994 It Starts at the Very 
Beginning-The Pianist 
Prepares a Long Time 
 
NCPP Schaumburg, IL 
1995 Stepping Stone Concertos Georgia Music Educators 
Association 
 
Savannah, GA 
1995 American Popular Music 
Arranged for 1P4H & 2P4H 
 
GMEA Savannah, GA 
1995 Piano Workshop Cyprus  Cyprus 
 
1996 George Gershwin Elderhostel, IL Urbana, IL 
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Table E1 (continued) 
 
 
 
 
 
 
Year Title Organization 
 
Place 
 
1996 George Gershwin Portsmouth/Virginia 
Beach MTA 
Virginia Beach, 
VA 
 
1996 Keyboard Fundamentals: A 
Text for College Non-
Music Majors and Adults in 
the Studio 
 
MTNA Kansas City, MO 
1996 Perform with the Best: 
Three duo arrangements of 
Gershwin (2) and Black (1) 
for Warner Bros. 
Publications. 
 
MTNA Kansas City, MO 
1996 The Jazz Standard-Its 
Origins, Content and 
Development 
 
International Jazz 
Educators Association 
Atlanta, GA 
1996 Ensemble Piano 
Workshop/Master classes 
 
University of Illinois Urbana, IL 
1999 American Popular Song 
from 1900 to 1930 
 
GSU Atlanta, GA 
1999 N/A Berry College Rome, GA 
 
1999 Ensemble Arrangements of 
America’s Classic 
Songwriters 
 
Ohio MTA New Philadelphia, 
OH 
1999 Piano Pedagogy Course International Piano 
Festival 
Bad Aussee, 
Austria 
 
2001 Piano Ensemble Workshop Colorado State MTA Silver Creek, CO 
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APPENDIX F 
SELECTIVE LIST OF PERFORMANCES 
Table F1 
List of Performances 
Year Title Place Collaborator 
 
1967 Summer Piano Recital Univ. of Northern 
Colorado 
 
Solo 
1968 Two–Piano Recital WIU, Macomb, IL 
 
N/A 
1968 Piano-Vocal Recital Parkland College Muriel Lyke 
 
1969 Phi Mu Alpha, Sinfonia Chamber 
Music Concert 
 
SMH Berenson et al. 
1969 Faculty Concert: Two-Piano 
Program 
 
KCPA Berenson 
 
1969 ISYM Faculty Recitals  SMH Berenson 
 
1970 ISYM Faculty Recitals SHM Berenson 
 
1971 ISYM Faculty Recitals  
 
SMH Berenson 
1971 Faculty Recital KCPA Elliston, 
Crawford, Muriel 
Lyke 
 
1971 Solo and Two–Piano Recital Charlotte, NC 
 
Elliston 
1971 Faculty Benefit Concert (Pi Kappa 
Lambda) 
 
KCPA Berenson 
1971 One. two .. Three 
 
KCPA Elliston 
1972 Faculty Concert  KCPA 
 
Solo 
1972 Faculty Concert: Music for Two 
Pianos 
KCPA Marshall 
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Table F1 (continued) 
 
Year Title Place Collaborator 
 
1973 Faculty Concert  KCPA 
 
Solo 
1975 Joint Concert, Piano-Voice Parkland College Muriel Lyke 
 
1975 Duo-Piano Recital Harper College 
Palatine, IL 
 
Hartman 
1976 American Music for Two Pianos-A 
Bicentennial Tribute 
 
KCPA Hartman 
1976 Bicentennial Tribute of American 
Vocal and Piano Music 
WIU & Parkland 
College 
Caramia, 
Hartman, Muriel 
Lyke 
 
1976 Joint Concert, Piano-Voice Kalamazoo, MI Muriel Lyke 
 
1978 Faculty Concert KCPA Caramia 
 
1980 Piano Duet Concert KCPA Alexander 
 
1981 Piano Music for Four Hands KCPA 
 
Alexander 
1981 Piano Music for Four Hands Springfield, IL 
 
Alexander 
1980 Piano Duet Concert KCPA Alexander 
 
1980 American Music for Two Pianos Australia Harris, Tobin 
 
1982 Piano Duet recitals Illinois Wesleyan 
University & ISU 
(Bloomington) 
 
Caramia, Drake 
1982 Piano Duets by Romantic 
Composers 
 
KCPA Caramia, Drake 
 
1982 Piano Duets by Romantic 
Composers 
 
KCPA Alexander 
 
1982 Piano Duet Recital University of 
Michigan 
 
Alexander 
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Table F1 (continued) 
 
Year Title Place Collaborator 
 
1983 Romantic Daces for Piano Duets KCPA Alexander 
 
1983 Two-Grand; A Program of Music 
for Two Pianos 
KCPA Caramia 
    
1987 American Duo-Piano Pops Norris Community 
Theatre 
 
Leigh Kaplan 
1988 All Irving Berlin Program for U of I 
Foundation 
 
Peoria, IL Heitler & Birkner 
1988 All Irving Berlin Concert for 
Illinois Federation of Music Clubs 
 
Springfield, IL Heitler & Birkner 
1988 All Gershwin Program for Two 
Pianos 
 
Galesburg, IL Caramia 
 
1988 All Gershwin Program for Two 
Pianos 
 
GSU Caramia 
 
1989 An Evening with Irving Berlin KCPA Heitler & Birkner 
1989 Showcase Performance at MTNA 
for CPP/Belwin 
 
Wichita, KS Heitler 
 
1989 Music on the Lighter Side KCPA Caramia 
 
1989 The American Music Trio Gregory Hall Heitler & Birkner 
 
1990 Music on the Lighter Side: CU 
Symphony duo-piano works 
 
KCPA Caramia 
1990 Tribute to Irving Berlin KCPA Heitler & Birkner 
 
1990 Concerto for Two Pianos and 
Orchestra by Poulenc  
KCPA Champaign-
Urbana 
Symphony (IL)  
Caramia 
 
1990 American Music Trio Concert KCPA & Illini 
Union 
 
Heitler & Birkner 
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Table F1 (continued) 
 
Year Title Place Collaborator 
 
1990 American Music Trio Concert Springfield College 
 
Heitler & Birkner 
1990 Two Showcase Performances at 
MTNA 
 
Little Rock, AR.  
 
Lyke et al. 
1990 Faculty Recital, Duo program  SMH Caramia 
 
1990 American Music Trio Concert Springfield, IL Heitler & Birkner 
 
1990 Duo Piano Concert at NCKP Schaumburg, IL  Caramia 
 
1991 Faculty Recital, American Music 
Trio 
 
KCPA Heitler & Birkner 
 
1991 American Music Trio Concert (Arts 
200 Project) 
 
SMH Heitler & Birkner 
1991 American Music Trio Concert Belleville, IL 
 
Heitler & Birkner 
1992 American Music Trio Concert KCPA 
 
Heitler & Birkner 
1992 Two Showcase Performances at 
MTNA 
 
Milwaukee, WI  
 
Lyke et al. 
1992 All George Gershwin (S’ 
Wonderful) 
  
KCPA Heitler & Birkner 
 
1992 Friends of the School of Music 
Showcase Concert 
 
KCPA Kocour 
1992 Duo Piano Concert at NCKP  Schaumburg, IL  Caramia 
 
1992 Showcase performance at MTNA MTNA 
Milwaukee, WI 
 
Kocour, Birkner 
& Heitler 
1992 Duo Piano Concert NCPP 
Schaumburg, IL 
 
Caramia 
1993 All Jerome Kern Concert (All 
Things You Are) 
KCPA Heitler & Birkner 
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Table F1 (continued) 
 
Year Title Place Collaborator 
 
1993 Showcase performance at MTNA Spokane, WA 
 
Lyke et al. 
1994 All Rodgers and Hart Concert 
(Thou Swell, Thou Witty) 
KCPA Birkner, Heitler 
& Haydon 
 
1994 Faculty Recital (duo piano 
program) 
 
SMH Haydon 
 
1994 Abby Awards Symphony Hall, 
Atlanta, GA 
 
Haydon 
1994 Showcase performance at MTNA MTNA, 
Washington D.C. 
 
Lyke & Co-
authors 
1995 Duo Piano Concert: All American 
Music 
American 
Academy, Nicosia, 
Cyprus 
 
Tsitsaros 
1995 Duo Piano Concert: America 
Makes Music Series 
 
GSU Recital Hall Haydon 
1995 Duo Piano Concert Piano Gallery, 
Atlanta 
 
Haydon 
1995 Retirement Gala Concert (dedicated 
to Dr. Sally Monsour)  
 
GSU Recital Hall Haydon 
1995 American Music Trio concert: The 
Golden Age of Popular Song 
 
GSU Recital Hall Heitler & Birkner 
1996 Perform with the Best: Three Duo 
Piano Arrangements  
MTNA, Kansas 
City, MO 
 
Haydon 
1996 Concert at Glenville State College WV 
 
N/A 
1996 American Music Trio concert: All 
Johnny Mercer 
GSU Recital Hall Haydon, Birkner 
& Robbins 
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Table F1 (continued) 
 
Year Title Place Collaborator 
 
1996 The Magic of Mercer: Concert 
Benefit Performance 
Virginia Theatre, 
Champaign, IL 
 
Birkner, Haydon 
1997 All American Music Program for 
Two Pianos 
University of 
Wisconsin-La 
Crosse 
 
Haydon 
1997 Faculty Recital: Summer Piano 
Teachers Workshop 
 
Atlanta, GA Haydon 
1998 Triple Piano Concerto Concert Atlanta, GA GSU Symphony, 
Haydon & Lewis 
 
1998 Jumbo Piano Gumbo Concert Atlanta, GA GSU Symphony, 
Haydon & Lewis  
 
1998 American Music Trio: All 
Gershwin, Summer Wind 
Atlanta, GA Birkner & 
Haydon 
 
1998 Duo Piano Concert Wake Forest 
University, NC 
 
Haydon 
1998 Duo Piano Concert Atlanta, GA Haydon 
 
1998 Four-Hands Piano Concert Roswell, GA Haydon 
 
1998 Duo Piano Concert Columbia Basin 
College, Pasco, 
WA 
 
Haydon 
1999 Music of Tim Pan Alley and 
Broadway 
 
GSU Recital Hall 
 
Haydon 
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APPENDIX G 
JAMES LYKE CONSENT LETTER AND QUESTIONNAIRE  
 
CONSENT LETTER 
 
 
March 11, 2009 
 
To: Dr. James B. Lyke 
 
The Contributions of James B. Lyke to Piano Pedagogy is the title of my doctoral 
dissertation at the University of Illinois. As the subject of this case study, you are a 
primary source of information. This research is being supervised by Dr. Reid Alexander, 
Professor of Music in the School of Music at the University of Illinois at Urbana-
Champaign.  
 
In this project, I will ask you 47 questions designed to reveal your devotion to advancing 
the field of piano pedagogy through your versatile career as an educator, writer, 
administrator and a musician. You can skip any questions you do not wish to answer or 
withdraw from participation at any time without penalty. Our interview will be audio 
recorded and transcribed upon your permission. If you do not wish to have the interview 
audio recorded then I will turn the recorder off and just take notes by hand. Thus the 
recording will not be a requirement of your participation.  
 
The interview will take place between May and July of 2009, and I am allowing two 
days, about two hours each day for this interview. The complete transcript will be 
provided to you to review so that you will be able to make corrections and revisions 
before returning the final version to me. If needed, I will contact you for follow-up 
questions about your answers by telephone or by e-mail.  
 
Any specific transcript content you wish to exclude from the dissertation will remain 
confidential. You will have the opportunity to review the full transcript of the interview 
which will appear in the dissertation as an appendix. Any direct quotes used in the body 
of the paper will be with your permission. I am including an extra copy of this consent 
form for your records. Please contact me by telephone at 217-721-9882 (cell) or by e-
mail at cchoi22@illinois.edu or Professor Alexander at 217-244-3334 (office) or 
cralexan@illinois.edu if you have any questions. 
 
Sincerely,  
 
Chee Hyeon Choi 
 
             
 
 
 185 
□ Yes/No I have read and understand the above information and voluntarily agree to 
participate in the research project as described above.  
 
□ Yes/No I agree to have the interview audio recorded. 
 
□ Yes/No I would like to ask that the recorder be turned off at any time with no negative 
consequences.  
 
 
 
             
First Name (Print)           Last Name (Print)                  Signature                Date  
 
If you have any questions about your rights as a participant in this study, please contact 
the University of Illinois Institutional Review Board at 217-333-2670 (collect calls 
accepted if you identify yourself as a research participant) or via email at irb@illinois.edu 
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INTERVIEW QUESTIONS FOR JAMES LYKE 
Personal Background 
Q-1.  When and where were you born and raised? 
Q-2.  Who were your parents? What were their occupations? 
Q-3.  Do you have siblings and other family members? 
Q-4.  What family background motivated you to become an educator, musician, and 
pianist? 
Q-5.  What were your memorable artistic experiences in early life and how did they 
influence your future music career? 
Q-6.  Who is your favorite composer(s), or performer? Why do you admire? 
 
Educational Background 
Q-7.  How did you begin your music study? 
Q-8.  Who was your first piano teacher? Could you describe the teaching? How did 
your teacher introduce you to the world of music, and did you like the approach? 
Q-9.  Who were your other music teachers? How did they impact you?  
Q-10.  How did your pre-college music education provide a foundation for your career? 
Q-11.  When and why did you decide to be a music teacher? 
Q-12.  Who was the most influential musician in your life? Did the person direct you 
toward the field of piano pedagogy? 
Q-13.  Where are your degrees from? What aspects of undergraduate and graduate 
education most influenced your career? 
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Career as a Pedagogue   
Q-14.  What was your first teaching experience? Did you enjoy it? 
Q-15.  Did your initial teaching experiences change your ideas or philosophy that you 
learned in college or graduate study? 
Q-16.  How did you obtain a faculty position at the University of Illinois? 
Q-17.  What did you initially teach at the University of Illinois? Did your teaching duties 
change over time? If so, how? 
Q-18.  What made your work enjoyable at the University of Illinois? 
Q-19.  A. How did you go about establishing the piano pedagogy and group piano 
curriculum? Was there a model curriculum for you to follow? 
          B. How and when did you implement the various degree programs in piano 
pedagogy? 
Q-20.  How did you develop the Piano Laboratory Program? Were you able to manage 
the program as you originally intended? 
Q-21.  Please describe your experience with ISYM. How did you develop or change the 
piano camps? 
Q-22.  What is the most important part of your teaching philosophy? 
Q-23.  Describe your approach to mentoring at three levels; 1) undergraduate students, 2) 
graduate students, 3) faculty colleagues.  
Q-24.  What do you consider the main issues for successful group piano teaching? 
Q-25.  If you compare your group piano teaching approach to others, how is your method 
distinctive? 
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Q-26.  As division chairman, how did you train the group piano teaching assistants to 
help them have similar ideas about and enthusiasm for teaching? 
Q-27.  What do you consider major contribution to the University of Illinois, School of 
Music? 
Q-28.  What was the motivation for you to teach at Georgia State University and how did 
your career change there? How was it different than teaching at UIUC? 
 
Music Teacher’s Association / Illinois Music Teacher’s Association 
Q-29.  What were your positions in MTNA, and ISMTA? 
Q-30.  How did you work with colleagues in the association? 
Q-31.  How did you collaborate with the CUMTA? What were some of the most 
significant events for the CUMTA when you were a member? In what ways did 
the UIUC Piano Pedagogy Division collaborate with the local music teachers? 
Q-32.  How did your leadership in professional teacher’s associations affect your 
personal teaching style, philosophy, and career? 
 
The National Conference of Keyboard Pedagogy 
Q-33.  What was the motivation for you to co-found the NCPP? 
Q-34.  How did you cooperate with Richard Chronister to develop the NCPP? 
Q-35.  What are differences between the conference then and now? 
Q-36.  What was the major contribution of the first conference on the academic 
discipline of piano pedagogy?  
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Workshops Nationally and World Wide 
Q-37.  In general, what were the goals and the contribution of your piano pedagogy 
workshops? 
Q-38.  How were you able to have the opportunity to work with piano teachers 
internationally? 
Q-39.  What was the most exciting workshop experience for you, and why? 
 
Career as a Writer, Editor, and Composer 
Q-40.  What was the motivation for you to arrange numerous pieces for solo and 
ensemble? 
Q-41.  Philosophically, do you think you expressed everything you wanted in your many 
publications? 
Q-42.  How well do you think your publications have been received by the profession? 
Q-43.  Regarding the group piano texts, Keyboard Musicianship and Keyboard 
Fundamental; what are the major changes from the earlier editions to the more 
recent editions? 
 
After Retirement 
Q-44.  Why did you decide to retire? 
Q-45.  How has your life changed after retirement, and what are you planning to do for 
the rest of your life? 
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Q-46.  What do you think of the current status of piano pedagogy as an academic 
discipline in the U.S. compared to when you were a professor? Do you have any 
advice for current piano teachers, especially young teachers? 
Q-47.  Looking back at your life, what was the most meaningful musical experience for  
you? 
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APPENDIX H 
 
FORMER COLLEAGUES AND STUDENTS  
COVER LETTER, CONSENT LETTER AND QUESTIONNAIRE 
 
COVER LETTER 
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CONSENT LETTER 
 
May 6, 2009 
 
The Contributions of James B. Lyke to Piano Pedagogy is the title of my doctoral 
dissertation at the University of Illinois. Your name has been supplied by Dr. James Lyke 
and Dr. Reid Alexander as one who would be able to participate in this survey. As one of 
Dr. Lyke’s colleagues or former students, you are a primary source of information for this 
study. This research is being supervised by Dr. Alexander, Professor of Music in the 
School of Music at the University of Illinois at Urbana-Champaign. 
 
The purpose of this research aims to document James Lyke’s devotion to advancing the 
field of piano pedagogy by examining his versatile career as an educator, writer, 
administrator and a musician. Your participation greatly contributes to my scholarly 
investigation of the history of American piano pedagogy and those who have played 
important roles. 
 
You will be asked to complete a survey that outlines the scholarly activities of Dr. James 
Lyke and his accomplishments and contributions to piano pedagogy. This takes 
approximately 30-60 minutes to complete. A follow-up communication by phone or 
email may be necessary for clarification purposes.  
The survey can be completed either on paper, which can be returned by mail using the 
enclosed envelope, or submitted through an on-line survey form on the Internet. Your 
participation in this project is completely voluntary. You may skip any questions you do 
not wish to answer or stop participation at any time with no penalty. Data gathered from 
surveys and follow-up communication will be summarized in an anonymous manner and 
confidentiality is guaranteed. However, if you submit your responses online, the service 
hosting this survey may have access to the data you submit and your IP number. We 
cannot guarantee that this service keeps information you submit confidential. To see the 
company’s private policy, please go to http://www.hostingmatters.com/privacy.html. Any 
direct quotes used in the body of the dissertation will be only with your permission. All 
the participants will be acknowledged in the appendixes. 
If you have any questions about this research project, please contact Ms. Choi by 
telephone at 217-721-9882 (cell) or by e-mail at cchoi22@illinois.edu or Professor 
Alexander at 217-244-3334 (office) or cralexan@illinois.edu. 
 
 
 
Sincerely,  
Chee Hyeon Choi 
             
 
I have read and understand the above information and voluntarily agree to participate in 
the research project as described above.   
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First Name (Print)   Last Name (Print)                Signature                                   Date 
    
If you have any questions about your rights as a participant in this study, please contact 
the University of Illinois Institutional Review Board at 217-333-2670 (collect calls 
accepted if you identify yourself as a research participant) or via email at irb@illinois.edu 
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               Questionnaire for Individuals Who Collaborated with James Lyke 
General Questions for former students of James Lyke 
Q-1.   Which university/college did you study with James Lyke? 
Q-2.   During what years did you study with Dr. James Lyke? 
Q-3.   Please list the courses or activities you have experienced with him.                                              
Q-4.  What degree did you receive from the university?  
Q-5.  How did James Lyke impact your career? 
 
General Questions for colleagues of James Lyke 
Q-6.  What organization and/or professional activities were you involved with James 
Lyke? 
Q-7.  How long have you known Dr. Lyke personally or professionally, and how did 
you associate with him? 
 
Common Questions for Colleagues and Students of James Lyke 
Q-8.   How would you describe Dr. Lyke’s personality as his friend/colleague or 
student? 
Q-9.   What characteristics do you think motivated James Lyke to be a piano 
pedagogue?  
Q-10.  How did he share his teaching philosophies and professional activities with you 
and how did he mentor his students and colleagues? 
Q-11.  Whether a former student or colleague, how did Dr. Lyke mentor you 
professionally? 
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Q-12.  What do you consider to be the strengths and/or weaknesses of James Lyke as a 
professor or colleague?  
Q-13.  What do you think are his most significant publications? 
Q-14  What do you think Lyke contributed the most to the field of piano pedagogy? 
Q-15.   Outside of the world of music, what do you think is the most impressive aspect of 
Dr. Lyke? Did he influence your view of life? If so, please describe. 
Q-16.   Please mention if you have further comments or resources about James Lyke to 
facilitate the comprehensiveness of this study. 
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APPENDIX I 
 
SUMMARY OF SURVEY RESPONSES47 
 
General Questions for former students of James Lyke 
Q-1.   Which university/college did you study with James Lyke?  
University of Illinois (18) or Georgia State University (3) 
Q-2.   During what years did you study with Dr. James Lyke? 
 Years varied from 1966 to 2000. 
Q-3.   Please list the courses or activities you have experienced with him.48    
University colleagues (Piano Pedagogy courses, group piano TA and/or Piano 
Lab Program, Off-campus extension course (17) co-author (2), ISYM (3), 
American Music Trio (2) 
Q-4.  What degree did you receive from the university?  
DMA in Piano Performance (1), Ed. D in Music Education (2), Master of Music 
in Piano Pedagogy (3), M.M in Piano Performance (11), Bachelor of Music, Piano 
Performance (1).  
Q-5.  How did James Lyke impact your career? 
In many ways; providing the love of group teaching; introduced the serious art of 
piano teaching; emotional spiritual aspects of interacting with human being; being 
a significant mentor; life-long friend, wonderful role model; tireless and 
generously provided advice and support for job, and etc.; eternally grateful.49 
 
                                                
47 A parenthetical number after items shows the number of responses. 
48 Some of the numbers may overlap. 
49 Throughout this Appendix, multiple responses from survey participants are separated by a ‘;’. 
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General Questions for colleagues of James Lyke 
Q-6.  What organization and/or professional activities were you involved with James 
Lyke? 
 NCKP, MTNA, MENC, ISMTA, CUMTA, International Association of Jazz 
Educators Numerous; Two Piano and Four Hand Recitals; Numerous Piano 
Pedagogy Workshops; Publications with Warner Bros., Alfred, Lee Roberts, and 
Stipes; American Music Trio; ISYM. 
Q-7.  How long have you known Dr. Lyke personally or professionally, and how did 
you associate with him? 
Spans are various from 40 years to 13 years in four different types of association; 
1) colleagues in universities, organizations and other professional activities and 
became collaborator, mentor and a life-long a friend (15); 2) students and then 
professionally developed a strong relationship as colleagues in various 
professional activities and positions that Lyke provided (12); 3) a friend first and 
then became a student (1); 4) one first met him at a conference and maintained 
friendship only (1); 4) primary associated with him as a student and couldn’t be a 
colleague because he was already retired from his profession when this participant 
began the teaching career (1).  
Common Questions for Colleagues and Students of James Lyke 
Q-8.   How would you describe Dr. Lyke’s personality as his friend/colleague or 
student? 
Dignified, caring, positive; Enthusiastic in his subject, possesses of wisdom from 
many years of experience and great sense of humor; Charismatic, Affable, Blythe, 
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Energetic; compassionate, thoughtful, generous warm and supportive; ‘people 
person’-instantly puts people at ease, people person, bright, calm, respectful to 
others, ability to focus on others rather than himself. 
Q-9.   What characteristics do you think motivated James Lyke to be a piano 
pedagogue?  
His strong passion to help others to love piano and to make it an enjoyable as he 
experienced; his deep caring about others and wanting them to succeed to their 
best capability; deeper influence by Robert Pace and Richard Chronister; inner 
inspiration about group teaching, incorporation of American popular music; the 
field of piano pedagogy was relatively undeveloped when he entered so realized 
an opportunity to bring his skills at the keyboard and to became a pioneer. 
Q-10.  How did he share his teaching philosophies and professional activities with you 
and how did he mentor his students and colleagues? 
Never preached but demonstrated by his excellent example perfectly balanced 
between objective and subjective parlance; Use many styles of teaching in 
constructive manners, such as technology, other current teaching, collaboration 
with others to keep teaching relevant and fresh; Countless friendly conversations; 
from his ability to seeing a student’s potential not limitations. 
Q-11.  Whether a former student or colleague, how did Dr. Lyke mentor you 
professionally? 
Strong mentor who is always available for advice in finding suitable materials and 
repertoire for students, and on keyboard instruction; Provided information on job 
possibilities, recommendations, and positions in professional organizations; 
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through encouraging me to take advantage of my strengths; by showing and pride 
in my accomplishments.  
Q-12.  What do you consider to be the strengths and/or weaknesses of James Lyke as a 
professor or colleague?  
Strength: vast knowledge of the pedagogical repertoire and method; unique ability 
to coalesce various components of piano pedagogy; ethical character; Honest, 
Loyal, Courageous, Consistent, Dignified; organized, intelligent, considerate, 
ability to assemble an excellent group of piano pedagogy people to the piano 
pedagogy field.  Weaknesses: No weaknesses were detected; weaknesses might 
exist but were not articulated by respondents. 
Q-13.   What do you think are his most significant publications? 
Keyboard Musicianship, Keyboard Fundamentals, Creative Piano Teaching, We 
Love A Piano; compositions for children; Pattern Studies, Ensemble Music for 
Group Piano; Articles in professional magazines; arrangements of Broadway 
tunes for piano duet and duo. 
Q-14  What do you think Lyke contributed the most to the field of piano pedagogy? 
His devotion to the Art of Teaching, being a part of the first Piano Pedagogy 
degree programs at Universities; Group Piano teaching; Co-leading the first Piano 
Pedagogy Conference and/or organization; Lead author of a successful (Maybe 
the most) college group piano texts; the many former students and colleagues he 
has mentored who have become significant in the field themselves; Recognizing 
and incorporating America's Golden Age of Popular Music into the curriculum of 
piano students; Developing well rounded musicians who can not only play piano 
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but also read, improvise, harmonize, transpose, and play by ear; Raising the image 
of pedagogy from the level of "second class' citizenship. 
Q-15.   Outside of the world of music, what do you think is the most impressive aspect of 
Dr. Lyke? Did he influence your view of life? If so, please describe. 
Influenced me in all aspects of my personal and professional life; Did anything 
that was possible to help his students succeed; His great wisdom, experience and 
all the other wonderful qualities, being a fantastic role model; He invariably 
makes me feel as if I'm important; Always learning new things, continuing to 
remain active and excited about the direction of his life; Good listener, being a 
good friend. 
Q-16.   Please mention if you have further comments or resources about James Lyke to 
facilitate the comprehensiveness of this study. 
Absolutely one of the greatest people of the 20th century (and beyond) in Piano 
Pedagogy; the most worthy of the lifetime achievement award from the national 
conference on Piano pedagogy; He did all he could to promote the piano 
pedagogy nationally and internationally; Possible reference of selected 
performance recordings by Professor Lyke at the University of Illinois and 
Georgia State University. 
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APPENDIX J 
 
LIST OF SURVEY RESPONDENTS 
 
Bonnie Apple, NV 
Gail Berenson, OH 
Tom Birkner, IL 
Tony Caramia, NY 
Ron Chioldi, AR 
Sue Crawford, IL 
Jo Ellen DeVilbiss, IL 
Brenda Dillon, NC 
Kenneth Drake, IL 
Denise Edwards, IL 
Ann Fiedler, IN 
Amy Adele Foster, GA 
Michael Haberkorn, OH 
Geoffery Haydon, GA 
Steven Hesla, MT 
Michael Kocour, AZ 
Karen Krieger, TN 
E. L. Lancaster, CA 
Julie Mech, NY 
Brad Nix, KS 
David Peters, IN 
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Jeffery Petersen, WI 
Michele Royer, Canada 
George P. Sanders, IL 
Paul Sheftel, NY 
Misty Simmons, GA 
Carole Thomas, IA 
Robert Vandall, OH 
John Walkup, WV 
Mary Wraight, IL 
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APPENDIX K 
SCREENSHOTS OF ONLINE SURVEY  
 
 
Figure K1. A screenshot of the consent form in the online survey. Participants received 
the same letter via post mail as in the online consent form. 
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 Figure K2. Participants login interface. Random 7-digit numbers were provided for user 
names in order to ensure anonymity of the participants.  
 
 
 
Figure K3. Survey answer interface. The bar on the top represents remaining questions.  
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APPENDIX L 
EXAMPLE OF SURVEY RESPONSES  
Responses to the question No. 5: What do you think are his most significant publications? 
Respondent 1. Keyboard Musicianship, Books I and II. Creative Piano Teaching. 
 
Respondent 2. Keyboard Musicianship, Piano For Adults, Books, One and Two;  
Keyboard Fundamentals, Books One and Two, Creative Piano Teaching, and We  
Love A Piano (Warner Bros. now Alfred) 
 
Respondent 3. Keyboard Fundamentals and Creative Piano Teaching. His recent  
publication "Pattern Studies" I found very useful.  I am not familiar with all of his 
publications. 
 
Respondent 4. The class piano texts, his duet text and Creative Piano Teaching are all  
significant additions to the piano instructional repertoire.  
 
Respondent 5. Both me and my students believe his book Creative Piano Teaching is  
a great pedagogy text. Lyke assembled a "group approach" to this book.  (Are we  
surprised?) He assembled many FINE musicians and pedagogues to write their 
expertise area for the book. Brilliant... 
 
Respondent 6. His textbook for Group Piano was what I chose for my courses.  My  
wife and I are a duet team and we enjoy his arrangements of Broadway tunes for 
piano duet and duo. 
 
Respondent 7. Keyboard Musicianship and Keyboard Fundamentals. I have taught  
from these texts for years and see their benefits. 
 
Respondent 8. His work for College teaching is fantastic - all of it. The other work I  
really love is the book he co-wrote called Creative Piano Teaching - that is a  
'golden notebook' for all beginner and veteran teachers alike. I also really like his 
compositions for children. 'Patterns' is a great little book for young musicians. 
 
Respondent 9. Keyboard Musicianship (all volumes) Keyboard Fundamentals (all  
volumes) Creative Piano Teaching (a reference I refer to constantly). 
 
Respondent 10. Class Piano Books. 
 
Respondent 11. I think the Keyboard Musicianship text for Group Piano text stands as  
most significant.  It was an early entry into a method of teaching that was still 
seeking widespread recognition and acceptance.  The text was well-planned and 
thorough. 
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Respondent 12. Although Professor Lyke did not author books as a single author, he  
co-author and was editor of books with his colleagues.  These four publications 
have survived numerous updates and editions throughout the years.  Keyboard 
Musicianship:  Piano for Adults, Book One  by James Lyke, Tony Caramia, Reid 
Alexander, Geoffrey Haydon, and Ron Chioldi, 2009.  Keyboard Fundamentals 
Book One by James Lyke, Geoffrey Haydon, Denise Edwards, and Ronald 
Chioldi,  2006    Keyboard Fundamentals Book Two by James Lyke, Geoffrey 
Haydon, Denise Edwards, and Ronald Chioldi,  2006. 
 
Respondent 13. Clearly he has been at the top of the charts in the publications for  
Group Piano.  I'm probably not fully up to speed on his entire corpus of 
publications, given that my "other" teaching area has been Keyboard Literature 
and not Piano Pedagogy.  
 
Respondent 14. Creative Piano Teaching and Keyboard Musicianship was a ground  
breaking publication when it first came out and is still one of the most widely 
used group piano text books in the country. Accessible duets of standard popular 
music of the mid-twentieth century. 
 
Respondent 15. "Creative Piano Teaching" and the group piano books. 
 
Respondent 16. I would have to say his textbooks.  But his arrangements are  
delightful. 
 
Respondent 17. The aforementioned "Keyboard Musicianship" and "Creative Piano  
Teaching."  I still refer to these books quite often.  
 
Respondent 18. The classroom piano teaching materials of James Lyke have made a  
significant impact on instruction and piano pedagogy.  For over three decades, he 
has continued to provide relevant material for the classroom teacher and student.  
In addition, through his writing and arranging, Jim has provided access to the best 
of the Popular American Song catalog for young solo and duo piano students; 
significant additions to the teaching and performance literature for the keyboard. 
 
Respondent 19. His method books on group keyboard instruction are recognized and  
used by most universities in the United States. 
 
Respondent 20. The two that were the most useful to me were Creative Piano  
Teaching and Ensemble Music for Group Piano.   
 
Respondent 21. The group piano series he has written and revised several times. 
 
Respondent 22. Keyboard Musicianship, Creative Piano Teaching and Proceedings  
from the pedagogy conferences. 
 
Respondent 23. Creative Piano Teaching. 
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Respondent 24. Keyboard Musicianship Books I and II, Creative Piano Teaching,  
Ensemble music for Group Piano, Keyboard Fundamentals, I and II, Articles in 
professional magazines. 
 
Respondent 25. His early teaching books for pedagogy classes as well as hi light  
classics for two piano. 
 
Respondent 26. I read his articles in professional magazines current cite any  
particular one. His class piano books published by Stipes in Champaign were used 
at [the university I retired] for the two years of class piano offered for many years. 
 
Respondent 27. Keyboard Musicianship, Books I and II, Creative Piano Teaching,  
Proceedings from the Pedagogy conference.  
 
Respondent 28. Keyboard Fundamentals, Keyboard Musicianship, Duets: We Love a  
Piano. 
 
Respondent 29. Probably his teaching pieces. 
 
Respondent 30. The books for group piano instruction: Keyboard Musicianship and  
Keyboard Fundamentals and the pedagogy text Creative Piano Teaching. 
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APPENDIX M 
INSTITUTIONAL REVIEW BOARD EXEMPTION APPROVAL LETTER 
 
 
 
 209 
 
 
 
 
 
